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»ooooo-o;s ■»« s»«^(ssx»s^ ar»0ov5:s 'Zou'i w'Sy*- 
aooa w5 !5S».dSs5’ SiSS 305*«;s 5•6^^saJ^ 2."®^®^ *®*^ 

<r»SSar>^^^ 7J»05 <5JS^J3r*C3*«» 33^oo liMtStS S^SS^o. 

6SdS»^ 3Sj^ti4S »o00 S^ic ;J’S9 63SOoO£Sa- 

ooS* ao?Sa»o ^4S5. vdsr* 0io{^S^oo4SO5 g^tfeOee; ttoeSsfr* :s»9^o7(* 
^ ir*:5p6 s*Oao «e^, c^gS". :55.s. fi^zT'o^S’. ^.o^S"., c'gS'. «r»ar*i3 
iSOiS'., c*»5’. a.dSsS.wS". n'Co'Ss iP'OS^iJ’a'os. 

asjCJ»as€r* ■&ajr»i5b tOdSioo^* aoA« €r»<5Sj« 

^Ko!p»oa5 wafi^iSoo aa.eB5o "igoo-a ao5totD5»g ■aasj'iss a6«4^ «»5»- 

sitofi^s ‘soAis -aj^c^isjd’ [SOiSsod '^sir*sc5»a5 aotsodo-aa ^g^as aoia 
wS’.a.idSsS. asofStto, d.OiS’., (3as2b btiS', ^a^^toar»^ w5 SiS^iS »<S5, 
~Say>X*W) T!*Qi S' asoX<»'«'as*eo. ^S'oSi 6ao<J^^Sa tfJSs 

^jp'dSjT'a^ »r*c' 3fids?ai>^a ar»a^aj3»i)cB»c», 'asaj'Os 
acr*jS*Saee woxa asSf^asS^d'lT'^dSa wS". ao^s'O'dSsc* n»05 s* S^iSe- 
O'oeeoco. 


‘aol^a «^»o’ o'A^ss© !aa a'eoS* aodj'^S Srgo'^a^ gcftooa 

dtsbaoodesSd <5a>ao »©» ep05*iS5«S9, ^ "iogt^g^ asr»^d35o, oesoao, 
ST'^'doS', a.'s.a. dSsS. ‘Sdzs'oi, ^s^esr ^ c. as^s'<&o ji'CS s' 
tfe^BsS g\«f! «eo. 

O Wt 


s'^aoXoC^ 0oq5»a^r^gs'S5 a3»gooaa asipas asj'^r ws'Cla 
KaCrj^'Ssod" LOdSaotS" 'Ssaj'S".' tOdSsoO^" 

»03'^S5®Ss S^ifetfeo. 


■aojoSs isaasos^^s s'o»aj^ ■ao^oo as^gocaa aa^a'aa ag^so'^dsao aoA« 
acr»n»ai 3oaa (>'a»5'. c'^5* ia«n»a5, ^«aaSi*OJ 
3'co aeaSQ'^ aa»gooaa aoAa© aar s'^5' aJSr. o'aas'ip© zs'OS s' 

g^iJeOoa. “ 


oSj JI! 3® X -'•J 

9-8-89 


us^S u. 





TRANSUTERATION 

For TELUGU 


«• -a; w - a; aj - I; #« - 1; 6- u; 4i* - u; o» - f; - e; J) 
e; S3 - ai; - o; t - 6; c* - au; «*o - itt;c-v; «i - h 

g - k; * - kh; « - g; a> - gh; ts- fu 

■C5 - c; ■vS - ch; e - j; Ov - jh; atr- - fi 

u - t; ® - th; e - <J; $ - (jh; e» - 0 

o - t; fls - th; es - d; 0 - dh; » -n 

a - p; 5 - ph; e) - b; d - bh; Ss - m 

cSSs - y; 0 - r; M - r;^o - I; d - |; a - v 
g - a. - §; a - s; a» - h; ^ - Ks 


For Sanskrit 


-a; an - -Jij 1 - i; f - -T; U: ^ - Q; Tir “i; - Si tr- aii 

# - 6; aft - au; ar - rh; ai: - b 
^ - k; ^ - kh; ^ - g; ^ - gh; ¥ - n 
^ - C; W - ch; -ar - j; ^ - jh; -sr - - It 
a: - 1; 7 - th; ¥ - d; If - (^h; ar - 9 
W - t; ^ - th; ^ - d; ^ - dh; ^ -n 
^ - p; ^ - ph; ar - b; 'n - bh; n - m 
^ - y; T - r; ar -1; ar - V 

ar - S" ; n - . ar - S; F - h; W K§ 



I 

«LS * 


7 P®€r»ot 3 S^“|gO40^ ^^ooo. 

(Tuning Fork) e^cSco^ £.#S ^6^523®^ ^J^Ao* 0 ^ 5 S 5 )tS 3 

8l6^ofi>o-C54J®^§ olccydSo:)!!)^ 7P©^ e&ooer^otSS ^c53d 7T® 2i>?5^ 

s;52:2:k>^oe>. <2;S^^ S§)OiJ»^S, 0cSiPclon2tJ®^l SScpcS^^o s®5P©. 

D®^ SSx >0 lOsS 5*00 ( 1/10 of a 

second) AotJoodS^ «Joo SSO'oS^OaS^ « 5 )^o<X® 

oo'to 0)6 fc? -S^oo^Sood 5&^o 110 e^ik>?bo d5T*C?o^ 6 oc*€>- 

epo^s^fSo. <5^^ «)od*££SJ) (Wave-length) 6o(5^ CP^S IS>SSr*^5^^5 

S35SSr®C30 ^ «JeP^§ (surface) &oCS:®€). (reverberation) Ibg 

Si^oo^, 5co?beibo£). fr®£*o 6S30^oo Sbd5 SScr®'SS^;5o SoC5oo 

SSo epSg)^Sboe>. epePT? ItSlo ?i:>oCp®;5o SS^ 2 §)o ?i:>oc*^S:> 

. D®^S 

§^C* §^ 0 ^ 

(sound energy) 23^co D^SPO ^ 2§)0 60 O 00 &. 

5*toor?> ^^oe5;3J§)iPS "SeS &>^§ 

5o:)?b<ifco£). aja 


e-5 (balance) £)d^i:^tSbo6. ^ 


0d2LPcSon2tJ*^§ 2.5 SSPe^^SSoo 5*5P© «p^ ^^^SSco. fP© 

‘SPSoj^SSo’ (Vacuum)^ 2>^23££e5:>. n*©^ 2.5 JSo^So 2.5 

^oS^ epa a^§a§ CP^o. d;5^^ 7?>©,SS:>^ iSotJ oPiS^'S 5*5 SPcSSoo 

0SS SCPCP^^b, SSod SCPCP^^So 0cS5P>d^oa. 

■^?io SSO|^©^ ej|3 2Sj*50iiSboa. 6a*S>toS TP©^ d;S^^ «:)5oj^SS 

■^>?io^ 0cS5J^cl^oa. 

2oX>ic ■ssjr*«pa:> 

3S) “^5?S:>5> SO’Sooao:) 38,000 JSi^oaiPoo 5o a^^Soo^ 
epoiPdb. <v>^u*o5> "Si5c3o5) SO'^Soj^oo 4,000 cS^oaiPoo ^o 

6oiPcS5:>D 3S^2od:^§®oa. 

SSPSSoPex) d^^;53o:> :£db, i>6:>, d;S^;?Sooo 

5 ^d 5 oA* ^oiPooo. 2 )^ 3 tP^S Si^ccoA* &otPoco. * 30 ^ 0*^30 



SO'ScoeSoD 4,000 ^e3& ^ 00006 ^ IbS^iSo 

S^t3 (rp^^o) Z)^c$S>o^ -cpep ^Soe5“l SS^o6. 

Ci^rSoex) 2v»SC5®^)5^ EaSO ( 1 ) (pitch) (2) $:>f5^ (intensity) 
( 3 ) ?bc>o (timber) ^^^otJ^oco. c6^oC5iJ^o 

‘(^d’ iSr®5:)CJbo6. (intensity) ei>l5e> 

( amplitude of vibration) IbdS 6ooood. a^g Sea 

436^^ SS)A g-S J5^0SSx)^3oj^, 

nt^7?> ^^e5SS:o^3o^ 

^J^coo. sjoS ?bcaSSolSe> ^5 5)"^^ s^a Sea SJ^too ej)^ 

?bj0^oS5 (5^^ 5c»;5^ex Sea, 

oSi^So ?bcao I5j^oC$f5 (mode of vibrating) 

S:>e5, ^ ^o& I6^cS5:)0 ^ (upper partial tones) 

S5^5 e;9O®0SS<i 6otooo5. 

;7»a3o (Resonance) 


s-S IS^C$CP^^ (tuning fork) 0 r®Ao-£) 
e?ea:)^ex J6^C5e5o goSSiT^e)^' J6^o5cd 

£ 00 ^ 0 ^^^ I5^od5^J®ex <i5SSD ^ 00 ^ SOA^coo. 2 jS) 

£oe)S5i5o;^cco. ^ S°0cao iSr«5o 

SS5^ A^TP 2 )^£o 6 a^o<S>. J 6 ^oC 5 iT»CD, 

a.^& SSo £DoSSo^S0 e&lS "SciiotS i36-^CS^o ^SSJ^^So ecoo^S 

e;^ &doS5o^ 5S^ J6^oe5^o. ^^^-CSoCS^o ‘^ 6 S i5>^od5iJ®eo’ (resonant vibrations) 
ej)S§)<S:>^:P^coo. isi& ‘^ohi3o6^ ‘^ 60 ’ ?SS5®;^3ogoS^ex (sympathetic 

vibrations) ^J®£>S ^6jjoC5i3^oJ5o ^©i^eex. S:)fe 3 ^^ 6 o < 5 ^^ 

^do?Po SSo ^S^o5^o«a. toar®^^ofr 

^o25<JSd. ^€pA ^J;5o«SSo CPlS 

JSi^o&O'CStoo cSc3®^^Oo5^5o). 2S<3iX)S)<§'^ <T®C5"S^^ (resonance box) 60 &. 

‘epo^JcPco’'*" ‘5J*®<iJeo’ 


SoAdoS^ eS^^oSj iSOCSjCSsPOi 4;3»^ca5. e-S ‘[fefi’ 

(pitch) (n’t) cy>S^ C3»S 5^o£5;Pej iJCCSieSSPa^a^ aoAdofiT® SCoao 

?j^e5Sd& So^eSo^ -S^ a^odSSPeo s«g, JJi^oCSjPo S> 2 (.^&eo Sj 3 S)^o 7 P> 
(^Ij'oSaJSoS. -S< (&e&€J 60 '$ $C3»e)'5 ‘«!>o€Scr>e»’ (intervals) esotJ^fio. 

"SotSa «S6CSatSjPeo ?io 7ioh& l^^CPoSa e-'^^d SOSo-O^Si^JSa, aS^tS 

«Seo 7 V>e) a2i3^oa ‘SCb 'SCb n;5a§ ©S e-g^iSo a.gO'XiS’gtS aoSC-CSOo 
a-g^eja s-g a®S5'g43 ©gftoTgtao es&>lb4i,oe>. t,ga»3S’gt3 ©gAo^J^^iSa 
$ 5 ?) tSgon*© ae;s_;j«€3r>g3o JSo (beats) 3J5£:&3. a«5^^SciSaoS^ 

a-gtaS5 fa'SiSa ‘SottS ia^S^ tJti!°St 5”^i5^iSo ‘Jar'S’ S^gjOn® SSeaiSaSboa. 

Jagd'^ Sar'ttS, J^oJS, saeSS Sa'Se) SodS §*S>AoO;S^iSa ‘ST'S®’ "SAo 



a&r»«o "SKo 33 S 3 |o^n» 

6;s^tg wsjJj^oa. 't)KoT!»!S3 ^g^S56i§o7T‘a3 Sica'S ‘sj'dos’ (^a 

jj)^o-a;3t^ eSL^oa. ^ ‘5r“ae»’ i5®s^a ligiajsa 33 a&TSja^pa^ 
C5»i3ss acT'^a'S ssajoa. 

S'^n^a^SoAao - <r*6bd5D Softa© 

>e'ja^ soAao »jc »o;Sc3»cSi) agoS 3oaoa ^da'S^ a^cp® 

^asO^as |^o»a^o e'Sa soAa ajc'eo ■ 30 O 0 acpe»: (1) 

(Concords), ^2) (discords). 1-3-5 SjO^oai S05 O^cosoO^ 

®2§)a5oa. it3S xaiS J)aa s»ga5 sr'is® soL (1-3-5-7) 3»ccooo^ 

^^2ro &^aa^5o ©COJ^ ej 

e»oat3a S^SSoS" S*^ Js "^ssS" (common chord of C major) esoCPOs; t# 
3a a^Co S^aooa^So wco>^ S^a^^” S®^ t»5 & "SjaS" (common chord of C 
minor) «otJ»Cb. es^ 2)aon» 7a a^Oo i*a>oa^6© wco)^ S®^ 

«5 a El®S)a'3ot5'' ‘a'3^ (Chord of the dominant seventh) ®otJ»i3o. »5®a®^aS^ 
ISjesS^ (Haimonical major scale), 3*0®^Sg^ (Harmonical 

minor scale), '‘SsePiig^ '^aS^ llodicaJ minor scale) ©■;§ ajJ^as 

fe» agd€^ 6;3r®j^coi. ajs g!gog aofiao^a §)egogc7»^«3c»o, lojpd, 
7f®6 a5a^2i®o es'S "Ssisga ©a^ 3*© &otj®d33a «>ot3®&i. 


«po&css 3 aoAa© ‘ 0 ®x ao(aD®c5S5 aga’i 3oaoa. d®ko, ajoo, o®«o 
^6 aoAa© escojoaa &.g ae^aa© 3§^oa (a®«« 

Aa a^a^^). a_^e €j®<>®co 6aj^a^t3l aga^ D®n»a'l (^ajssp^o. D®ho 
*siot> a_^cr®oa3 6s5*3'cs ©as^S'cs ^ga5o€i^ «ajg <3to^or!» >atoo 

®a 3a^a-ajj. o'^e a^a§ as??© se'Aot.x a^^jcpoas g©i©a 3ca)^t©'& 
ha^g©. aga§ hajg®^ l^o© ©s is^cb. 


?7®i55css3 a©Aa© "Scs®® a3©(i s^^©aa £i>j^^a©s^a 6n®a, wasn®^, 
a^6€r>o5* "aisa^ 3®a5'Sa s'o©spt3l (1) ^2) [aaaj (3) d>^b<iSi (4) 

i^&dS5(^5) aasc ^6) ao©[a(^7) ©aa^g^ es'5 Jsaj a^D®e» «!ia6^a»cs (ga^©^ 

?ia5_©ati&aafe 33^cs. -^sy®t3 aj-?i-6-a-a-a-io a^cr®oa^ aoa 

a>cc». a^a®e» ft#6^3'c9 ^aj©S^ ^a«y®di)& w ^ ^ga 5 o^■^ g§^ Ogo^aS) 

gasA'aj^^ao a^D®®aj a-o-^-as-a-a-a ^ga5©^ 3cr®^too iSdSjtop 
£s6/\©a. ‘a’ esiS a.asi^g©5® e#gojga:ic3j^ a^aaacocj'dsr'Sj^ ‘a.a j^aj©’ 

«i>©tj®go. ^paj'Sa© i3®t3S 6©a aoa^as a^ao<5* (>eo?)©o wa5^3"cs 

^ga?©^ a^^ a>-?i-©-a-a-a-a ©*^3 *a^a^35 ^^a^©^ ®a®aoaba^coo. 

«n>c>&di> aoAa©s^ 22 j&a ^ar®a3 ?ij^©ae3S^. a-o-«-aj-a-a-a esi^ 
^5. a^sg^a sT»t3 «>©aD®«», w a^o®® a^©aa 

a©ap^ (fiequency per second) ^cco^a: 3er“ 6©0'iSr» (§©a ■CSP>a« 

So^oa. ;'r 




4 

7 

9 

13 

17 

20 

22 

»^cn*«o 

a 

a 

« 

as 

a 

a 

a 


4 

3 

2 

4 

4 

3 

2 

«r>5>co3 

480 

512 

600 

640 

720 

768 

900 

CP 

SbO^^ox 

240 

256 

300 

320 

360 

384 

450 

^O^^QOd 

120 

128 

150 

160 

180 

192 

225 


SS>o(CS^ox 160 'Zx>i:So:>T'^ €r»i5 

^oa>5^^ 720 SS:)0^ ^SS?^oeS:. «>^25u)0(d ( «5oo^a^ooo 

So*C^ i^?b^OQo) t»dO®i5 (o^iS^cooSoTo *2;^ i^c3SD:>€>^ 53^0^^ 

IbttlS SJDlo-CSU^^S >«^orp» 4oiJ^oco. spcp^^^ 2S:>oitt S^cg 

^:>S 120 ;6joC5j3^o docbesiso «>o«pc52ccg»§ 3oe>^ 1800 

^<5^ 5P2i2$^^. !io^ «>;&>sS5o^tt socsssr>;DS ;3oa^ 90 2>^oes 

d^J’CS^eS^So €l^02»,2g^5 ^oQ>!6 1800 SrjoiS^o ^SG’CSiCSiSo e'SsP^D 
SS:<5^ SPttSSCSi^. ’JScwSjj^ ^S30^^^:g^S 120 JS>^0(S5^o 

€PeSSO'C5iSr*^S ^o&!6 720 d5-C53C5^5o «5"5 £T®^25oO^ SPJiSSCb^. 

(^3 d 


I60;3j5o§^2Suo «s»^Se3 

t^dbo^. 4^ ;5o-C5JS5^^d epft, SS^O^SSo ‘Soik) dS^OD. 

S)i3£^ "iSo^iSiSSiS «3o^SS5(^d 1^$ ^6c$o?^o SS^^oSo 

tJ/\ 60000 &. "SottSS^^S ^O^Coorr* v^yO^, So©J^^C$o?^o 

ir»05 iJA 4oU3oa, 


«s>;k?bwon® 


CmS {bD*^ 5P^§ CSAi^T? &o^ tJoB eoo 

doBo) 2SXPik>- SDJa *S3:>^o ^Peo/b ^o^ex> &oio2). ( 

120) Sb<5^ ;^Cg^§ (240) "da^ iSo^o^^ 

^^5 (180) cspcr>;3 osso 6^^ iS6Q^ ;T»e» iSoBo 

aocr>3r»aj .‘sso-ajiD (^s’ »ou»eS5. feiS)^ §-5-s-$ ess p'cJSjaTSsj. (a, ^ 
|Soa tiotii^ a>o(tt>ca>a aj’-Dasoa. Jd ?b&2 a^o»eo. 

^rS "Sfi^ CPO^cojS (iJ^vScS. ^c3 "SoJisCSjS^eo ©fiflPO^ccoS, 

■3o«ij •CSs^co «9;S5aiO(0^^S K)&co). SbtoST'SS eSr»Oon» &oi SPcofT* 
Asi^ do3;s2 ^i5o^c^S50^aJ' (160) a§ (^s ^S5>, ajKor»sp*js ssxii'&so 
§-js-»«»n» Aoo^ wayiSi ‘JSj<5^ai iJjO’ «>j§)ac>oa. (^-2^a>-^). 

.a‘6*^Scss5o^ ^o(0^cb5ff*s £-5 a^a»a^ a.gon» AsiSoS a»j)§ t»s^a« 
ao€*^ aocsar^Sj^, a»ayd»ta3 a»a2 aocsg^aa «a 

so-jasi^^ tt^iSaoS). voh e-gos, .saaooa, saaaj'tta (1-8-13) Ssioao 
o^oajoCi^ ao-asjiSjfi. 3®6*^a<jS3o tacs t-soa, Moa, Si5air«jia Lioas 
t-'l>6 (1-6-13) ipcojoatio ajcs^a^fi ®s5)tfcoa. 

iv 




1^5 d63^ 2bi3c3^2&) v& 1,2,3,4,5,6 «poa««»rp c&^o6^o&. 

«»««5®X Si^o&6\5 t^’n'SS C:>2*d (Ko® (anti- node) 5^oJS«S 

«3»S*0 (node) e& ‘tiSb. ifoUiSi X^n» SiSa'S 

(the fundamental) wota’Jh. wtoo a\Sj Si^otS^Seu 

S*Sj, S^dS30<tr* (over tones, upper partial tones) v^O 

ea^d^S OjvScxu (Harmonic series of sounds), Si^o&oiS do3 

tj^Ko iotjooa s®£30 vi6>0ciS^if^S cS^iSiBo 1:2:3:4:5:6 

6ou»cd). «c5»oa.eo s^ottspo ao-ajcsao 100 ®coj^ 
CPS a^cJ3bo^”ojS5o iSi5»«» 200, 300, 400, 500, 600 S7[cp>n» 
6oo»o». aja 3«or»^sr 5»6S «JSu^ 100, 100x2, 100x3, 100x4, 100x5, 
100x6 (Saj^SS 3oeS30®cco. s»n» aoAa S^tPeo 

5r>&a S5i«a a^&ea. ar»asn»(«o, aoaeo w'Sjps a^astn -»* spajecwjvajjg 
a^eSj^ aa^tgoS Seo^od. 


otf’SdST'Ota^go ar«aa goSoS^S a^otstig (larynx)a5 l)cs’ wS^a. 
ajxspoajtJdoifcen Soar^ ISso.Jlb. d*a^, ^©a^eaoi&tEo a5ajr»a> 12 
sj.Sj?. 2i»e;g) 6otj»cco. aoxspe gosa_5S a^s«t5oXo a»asj) soap^Si 8^-12^ 
aca^ Aooijoas, waaspo gosajs a^sseoxo aoaiPtsj ‘2-4* aaa^ 

ioiojoas 3a^t3aj5*oa. xaoSoaaoJba ®o«o Saxj'ta aasoa;^ goeo€i*a 
a^'&tig (larynx) waaOoiPil^g a^SaoaotS a^dSaotSTv a^Soco aj«33€>j^ 

aaa&aboa e&, ®a ^•^« aoRo»SS (a^^gOTP wSagiPo'^a «o«o ®s. 

6,g a^ o,o,o» es or»n»e?>aa gp»Scp«on»2^sv ^3!ba:^aa M ajSJ^S 
vaa^oo aaasp^os*s sp^en s»j§). apaa J 7 »a.^S w-a^oa ®aa0c»a®a^s»'3 a 
Sai«« a^aaoS 3Ja^asPiSa ^Cm" a^oaiP^ «aajo^ 

a^Saoab S®a^n»i3aaaj|^S. s®0ia •Pa'Stig (resonance chamber)©'^ aS i^^oa. 
5»7V» aoAooSS «aaj^ aaa«)^‘SaaaS (X^aaoJa Aotaaoa. iSPOfedSa aoft«o«* 

ha ajaaoaa ‘a^tpoa’ ®aj^t»x»^ aoa^^«o, aaaxa, gaj^a ®aaj 

e>aa ‘a^e»’ wotPtSa. S)t5S ‘^^maaaeaa’ eaoo SPCP 6oa. Sa^o^a’oTP 
aoAdo€i^ w-aa^ea ^d®CP»^. 

aoAo'aS'g «iP5. - 'OaaXa 


aoAao€^ gpScpXo fee&tP'S'l ®aaje» s»ao!!a sr% tag ir>u ir>& cpSS 
«»6a« g©jjoatps§ Svgraaa acpo<5*& t-g eaa s»iP 0 . aoA«oe* 
&poa^ga ‘a*«fcJ&’ ®s Svgg'^a acpoS* spo^a aaoaaga ‘aj^aa^g)’ 

®S'&Cia. t.g 0^ (mood)6^S tP«PS^ (emotion) £aaa§ ®o'ES 

tatxipaa ®aaa^^ta*.aar!»aa apOj ac^^SS 3i^a t» S™ta€r*S ‘SvSPeJ^o’ 

»aea^ aa oaa. ^ ^sr^aos^ao aoA<pa5 t-g t^va. 5»iP®. a|j» 
«p6a ^S«o^ ass so^Jp^a^a 3aaXa. 'aaaxa gsj)e» ,^spa>as 



CF«dS5«» ‘■Zi5l«J’a.e)OdS3 Ci^'SjoQjJSi *SP»5* 

J5ir*0j0^ SO^^.... SSoottSPJP^o^ Qr'!:L»*Sj’ tsotxn ^TitaKiCrfi 3JS5?b 

JSTHjsb eo($ goos»dSS5S) ■&« sr»Ji. 3SSo^n» ‘Sj-Cbji* 

a»o'^v0oi4j ‘ij'S^o'^x sjS3cia^3 i5d*^Jja»’ wotoj' 

^»S5«i tPa.SJo'S fi^ibcct-’ 

55J’0(C5 (^<r»ge so^gas* 

tf^o»S cJ3j^l>.fl'sir»,a«o^a^ijaa« aoS’ 

wotxr* s*i5jA» a!)^oo, 3ao?b O’S. SP'tJ'aoo, StoSSr»o> 

KjCoaid ajao'S (Sut’sc «5t^ (&ar»6o<jt^(a^3'as 

a6(gaj 3<3s>^too, dSjertS^a 
6o'6s»a oClo^O S»e5a SoS^^n* 3>^i5o. 

3*oa ao^g s*a^o^ 3Sj?i5a5 kj'Ojs ■aj^^§*e» 4oa. 
oS^Sadtoew 3a5?lja) ^SocpaS aitJ'OcJSsS' «r'a. (Italian of 

the East). tS^^S" S^ (Carey) aa ‘aSoX iP^gOcx)’ ■ (Telinga Giammar) 
(1812 A.D.)ff* “aOoX, SO^^Og, aSoC, SSjt5dSr'<5 feoXtlS (hotS^) es'^ soi&i 
({pa,^ a©oK oa^oao spo’^^aan* a^a^a^oa. ^ti6jS*tj»a5 g^'&oa 
e'Sa t-^&aj^ ap"!) eoos^p «»a^>diPOj^ acptoogo7^», aa»aao7?>, a»K 
©g^a ^gaapc^oS* a^o 3cSi)^tpa55»aoS>a g^atS) a<s£5»eg ac5»jT»o 
3 O|0 ( Variety of inflexion) ^oStoo a© '50jj§*tPa5'CPePaA6aj|^ «5Pa.^ 
t,gti^ 3a'^o” «a»^aa. 

o»^6’ S’oB^ (Campbell) aa ‘3€»P*AP’ JP^gOoo (Teloogoo Grammar) 
(1816 A.D.) woSao ^Sap -gs ^^tJJbg (sP^gCm) ^?io^iSo ??^a ijpa.^^) 
esd i»)»!iaajp, AaspAggasp, ;T»ts"S»?io& ©oxa e<g «pa.& aotjoooaa 
ap(iPoa5 oae&oaS) ^xefeeoS^s apaipco A5*^?t)«o, a«e)oaiP& aooTP 
c»oir*a a* ?PA5*i5, a®ASgoE^a esas© ?t)c»ACJ»©5*t3; t»-CPeo5*t3 

aaadspaj^ i^a da>s*atpa5 (Xoa© Aagaajoaa 3a;^sptta. i>sg!6^a 
XIII ai©" 

“aosKs ©ofijS’a;^ iPBPgiaa'aj^ ■apau»as 1iii& ^a Aa^^^ a«» 

j)ci»,Ea dS!^ aoip^g'^a (jsottpoo -cpoj. &a aa^a, tpai^so, ixs^vetoS* 

|ga:)uga ©^&ptSa iaocpAetpa,©) -a* t;pa. aa ss ^i soooS^pt^^ k*si^ 

jptpgoaipa^, (&« IbcSjaaj kpoj o'jjion* «e^aaa3o^”. 

paa spjsloSj a>ojpa^g jp^gccjo p!ba er>sS' aa |«o< 5 o (25 

5^o)€i* *p3a o’a.^, aoa^^a p&aa, gg taiSsptJ aooTP 3oj?t) 

aiiigo ao»^a 3a^aKoa7? ©'aoa»ojapoa? wx^ (5*^5®* apesse^ 
sa.dS5oi»* ap(^ a^a j^aj^^as ip^rja'^a !J*g3^ >oaoa” 


VI 



2T ^15 3*»5o &»jS- ^S^fo^o-CJ^JiJ. 

M55o3g S"oo^ aSb« SSstfSS a3^a«^e>^ O'OS ‘SooiSC 3e»o«’S) "ao-C^ 
s.a.aS. sjssKs Sija 3S3?b 

^ai. .esS Softo^SS jS^^gon® aSb^ 6otttJ®S§ s®ecjo wS esaod 

?7®2i.5®So'3o. ®ar!® 3ai?b®^ ac3®eo »>5® e-S ej-vi)j5* !3®^5® 

aoift"?) scpoj D®D®s^ «!>0(^QS3 o. scpo^o^ escsjj^ &r»cp> 

6,«!>,sj, es’SS asi^a. 3ai?b es£50«S«Sj0 aoA«r>S§ S^§ €^CTon» 

Aotoiottrs® w SS)2 a®atJ®«)S aj6§*eD^ eso^SSso-O s®Oa®oJ* SJSjJb 

^odiao^^ 30S ^e3®o®^3§ ^^cSSoSli^Sj c&d, 6ar»j^oa5. 

dSjd ^>®D®d5^5 ^£2»3^oge) e^O O^S dSjS>ao5* O^SSOo 

^£3®3£0 a^n® a^{5off®S) 3o&ot3l 

ao£:oaoa &otx>o&>. ^^a^S3■^ >tta^c3ir»^d5 >cy>^a3 a®^ 

WS^ s»aoo. -&« J7®a.S5 a^eod Ad eng^CS®a^ "^gdoOlb^ooS^ ^3So, 2a>^ 
sajK^o, aotS «t:poos»cr®«o aa®csi>a2^«fo^j^co3. ;3s®a5(a®ao 

aoAdoS^a a_^!j»®os®c'^a aa^^oa. (aao, asss oa, oa). 

a^s^ aa^«ao ‘w^aasj’ ei3 e!>®os®goo®« aa 5^oa. (a6«, s^as, ttaja) 
‘a©«so’ es'S esoo5®0oe3®K aa iS^oa. (ax6 a^aj o?^a, oaj?^ 
aaaciKO...) as®(g^D®a^ 77>oi5»es^ a3 aa ^a^oa. 

3 a3?b SP^gCcsoff® ©-ay® aSbgecso &aajo7T® esaft ^®ei^o, 

n»ac3r»K^d ®^s®t3l 6*a'ao ?bcjo &oa. 3 ®too aa.c3i>o^ gops 

^o®ot3 0car®£3a'& geo?b«Sc)oa. e9/Vj> es^; ^Sj,> ^^as^02sa®05 a^o 

i5e#a®3 spaa^oesa^eon® aj®a S-cp^Scs ^®?7®^aj^^coj. a}€J®^ a»n®(g^CPo3 

spadcpeoTs® aj®C4oai7® 6oa. (dK>&a; a?te»>aa®5; aj®acia'>aT®aa) 

spa«jcp®3 a®ada7'®jr!® ar®atoaij® 6oa. qg^CT®®3* sasdb ?7®a.& t-s 
§^a5®«j^o aojoa. (5®a^«s g*ao a;3^ ^ageasoa: 

(e 9 a?b-> 69 C 5 ?b; ^ag>^»g; aas>a£:>d.). wepi? 3®>K3^ a^j ><|^g aa 
aSagccso (aoaj+'Sa9> a^^&s; ■a&9+aiaax>>'aaj^aasj) a^aS Kaaasp^^fo, 

^-CPyacsS^ e-g (SS^g ^o??®^a^^cxu. sjcPotS e^CT®^ 3a5?bai aoAo®a§ 
0^^gon® dAa ^aoe'^a «7'a.n® ^3?i2_- 

a»o^aoAo®o5j dasia® 6<iess5o 

(>S)as®oo aoo(S 3a5«i^«o^ spo^aoA«pe» fr*a^ aJpoa^.- 
al aoEioaoa ■soaod®dS3eo ^o^Sa. (1) a*^a:S3c®e», (2) spo^'So<peo. aosa 

■&«r®ex) ^ac3®5i 5S^»sa cp^^jcp ^sp®caT®^ wcpaa’t^o'^sj cpa&a^,- 
•&<r®er) jpesa^la^aa cp^a® D®t3as5 ;;^«p^®sj cpoSaj^. spto^'&)<p®> 
^gajoA® &r»a^d ao(aa®di>o cp^d® gepa®®5j, s)<SCP®3 gae>5* 

??®«a€S'&<!®o&» a»a&a'3. 


Vll 



^asyspsso, :^s»o st>*^ 

<r»«bg^, -S*# cr»t9*o iSkweJSJ^- S)i}S 

3gS^ ((!.«. 848-892), o^Sssw ((!.». 945-970), (iJ»t)ac», 
(^l.«.”l250 |d»oao), oSiaj’^to (;!. ». 1386- 1402), ajKSga (l.». 
1437 (^otfo), CoesSo S)d*^o3} 1509- 1530) Si»t^Sai)*^ 03 > ((I. 

«. 1531 (^otfo) S’otSGi. a«o»t«a, 

;^aos> aoottos, aixa |^e ((!.«. 1250 (d»oifo) «»iSs«Qa 

at^aa^e^ s*ooq>. (4.». 1560^ a»oes3 

$a«k> l){$a«a>ac&£ «»^ at^aa^ 9«i»^o6. 

a»o^ aoAo»o iba 3ajK» a^ aoa^^«o«* |B»S>a (fea^ acata^ 
&a *«»9adi>a8^e>o’ ^d'Stadas'Sioa. aoa'^^^d a^aoibat ‘Ss^a'^tb. 
«oa>^ w |Koao ^.a. 3ao^s 3oaoaa 4fostaOiS*o&. -9* (Ko 9* 
a§ 5*o5a <»o»a} ^aiibor* i»a>K> c>ur*iS 4a*;^oa». aoaiajo (^2So 
cn^<fa«u*£a$ 3oaa 16 |^a^ i^si3. «fo^lSao€)* d<>o*ae307i* 39^ 
«>a>adoatta)6*oa. (I.a. 1213-1255 a*i3 m&'&a'aA oo^ac>, Ao 
ecpj^a^ <*'3 "Ooti) iKotiPtu ipaHSo. ha aa^si9 ocp s>^. a^dcipji^av 
(aa^ooaoaoa. acj^&o»ar>>eoa» ((I.a. 1300 (potfo) aoAa 

oo»^stpaS a3(aS)g JS'^^ao aoSj^jCoC* eooa'Oa. ■»« ^a*^^a»a5 
‘(aoAa) a)a*s5’a5a ‘io?. siaj'OAO ((l.a. 1386- 1402) ‘aao« 

cr^ax)’ wiS («ocj»a4 ae. ftaa 8HJdSj'iaa3& t>5^a»^a». Tios^aHa 
■3ar»^ ((l.a. 1402- 1420) aocpa%S ’ ttA («oi!j»'3j^ 5 »s 

‘aoAd Ooo*a)d’ «'3 (Koao 5;r>s* pa<ao. -a« ‘aoAd aocpaxS’S 
4a^ 75oa> (pfoor* «&aao«;5)eo (o6€i* 4a;(t« aos^oa. s«a* 

jfsa aoAtf eo»^soo Jba a»^^ «d5>a ?iacr»ds>o ((l.a. 

1440- 1465) e^a acp^joSoeso. txjc^asojttj aoA« eo»^S{5o Jaa ?k» 
Ks^r* a»^«r»^ao pa»aj. (aja «*a33(pk>). at^a) ?fc)eso»<5’a3»e» «»ca}^ 
Acfirwas^ a^a^ a^oA axr^aj'Ae abajHj e3on»cj*aj^ ua*>a}An* i^oaa*.^ 
Beo^oa. -a* ae«»a sjaj^aa ex5i3»eij«^a»o»«Js>c» ‘aoA^ ssj^^adsoo’ 
(AogpaSse. a}«oo ^Sa0»<as:«y«>ao€* AoAaa'iSo. -a« aoAa 

ar^^acspas ‘«^o <»«o’ <»a 5r»6» ■Saj. awiSr*© <ql^aooiS4 ((i.a. 
16 ao»g) a»tj^ aoAiPoaa IJoaotaaAT^j *<»« «»v^’ 
p'S'aa. «od s^. -aads^a ha f^soao !ba ‘(^aaosa* «:3 s*^ja) 
p4r»aj. »<>cJi)a»a30»<JS>os^6*a 5*0256*3 o»ar»ar^^tti ‘a^ iSs*so»»a* 
<»'3 [^g (Aoao p««&.''acou'a»a*3n* '3>acsa^7iH> a&!K$o agaa 
vSi^aa^itfa*. go»^*jg aoAcr»as 13*3 ima} (a6*0oao& a)tf?i. -a« shuts'! 
3oaa aoS’s (aJjg aoA« («oag^ ajvsu^ }v*a*ao a^so3oa ‘o*Ka«*aa»’ 
*»^ (Xoispaj^ 25aoaa 3*a>a'«325». ;»a ‘ a^trisa go»aa’a aa>o^oa. e^o 

viii 



«r>e« w6^3»c» «sa6*3»o (g:5J-»o5*& ‘"aj^g^o’ 0'3«‘2> 

(«o«o. -g« ^«o^iPaj^ ■ae^a'SoSo SoOcigjJS^dSjS 

3>cb. ■^tS iicr>jr»a;s sa®» ai«^ sa^tjSoS^oa. 

a7»d»eoa ‘5 oA«j ^a’ asjjgooc®^ («oao. 

35Sci?b |«055®^ C3®a5a<>sj» d*JSie33o£ ((I,?. 1560 :^©^o)n»© ‘ao^Jo’, 
a«ejr*6 K*OoagS (17 g€r»a) ‘cp« «r><> OogtsSjeS,’ ‘op»«ag ^^c» ^^S>g’ 
©■3 (Xoa®op“, ©okssoXjoo aj»«^ar»asa (16-17 go’goS^) ‘waad&ae^^eso,’ 
^>4 "Sogo jcpcpc&CTga (^l.«. 1900 ^>oao), ‘spo^ l^saasa:,’ ss^Gb 
gjasc »)5)oa»ga (19 s<r>.) ‘»oAg ^e»o(«3*S33’ jsjdcsio ‘a©«* 
se^a^ais’ aogr>5 a5r>goga (17 «. go'^g ) ‘aoG ^eao^«3•aal’ «'3a 

§*aj^ s>xi9^ («oQi»e». ‘ ao^3* aj»s»a5ES’ oaoaa K*aoc3»ir»&ge» ejoj^aa 
Goaoa^Gb^^a). 

■Sogojsj® ■Si«g^e» ajsjjxon* ^aoasao ©gso i3o«iSije» s’sj^ 

‘aoftG^o ao(«3»o’«^ap> ‘ao(K3» aj'opajcf’s^ai esa^cprpeon* gaaasG^oco. 

sp'^dS3s»eo^ epaj^a7»cpeu^, aip^so cpaocpso esatj'S go3© jr*aa^, 
^^GcSig, G®^?<tr»ss*, liiaa»aj, ^OoKd»cS 

;as>ro ^SrG^o^a l^ag^^ -crooaooa soAgo GeSbaspS^ 

^J3» SoAg aoadiio ge):r>6^ «sia 33n>^®. aa3a6(G (spjba cpacia^eaj'a. 
txiii ‘SoAg gc» 03«5^aa’. esGa («oao^ l3»o5*«o, aaoG, f*Cf»3»o, 
^ooK, s®oS^e3 "SixiaGa c»7s»ogi 3oaa asG Sta e»Ga aocarHa 

a_ 

al^l^oatid &iT>j^cco. ‘(>oS5spo|a soa® gsg)® aoftG (asa©’ e'S ■|>cbG* 
js®^5^ tiP>acT®£3’ Gogto^aa w'^sptb ^jgoG [?soc5®ajj^ aT^oaoa 

(^a^o^a s:§)o aoftG ^iT»a^ ^aa^ocpcj. («oa%'5 soAg gos'Ci. 

[Koao [aabdoauaoa. 



II 


SSoSj® ©SbSdS^S) ■SoS'45?^5&2So SJ'OilSSo SPett SiiT^oo^ 
s»&)OJr> n»s SdS'&oSi wSo SPO* ;5pfio5SuJSoabJ3»j^Jij. V 

sSiCo "S'S^JSo 20®«»n» tT’So-CT'Cb, §'oi5cr»<33jS^ 'SJ§>ttS, 

SS:el§*oeS& wS, ^s<> S’oiSCb "SS'S §*odSOj aioS’S 

i'ottCi cr*So© 0»^S^Cb. (-S< fodoti ®Sj^5SP'xJ»{53^ 

S’g «>C5“^©^ 5o^;3€r* j7>;5o Se5S*o5* ¥OF»g€r* tPSSJ'Simjj 

a^;g)n» (Sgt3oJ»0b. wcSSjS tfSSj ,^ao(p»apcJi)CJ»Sj^ fi^Oo-OJS 
SOi35oSSoa7?>aa, JSiO sigOs 24«3& Jjs^KxjSj we>di> 

3Si\eo2^5^o6. 

C5 J 

OGiSSio S&Sa 4r®“ 25®^ wocST’oSj '^ojttoe3*ot3a. 

^tSotS fc»o|0, go^og, ©JtoGa^iSo woGlPoSa e^ex3©. 

14ss "Scpoa «ap^o5* S 3 « a>5CjssoG3a«GxiS ©Oja^o 

ae^o© ^iSoiT»Go. esS'^Co aj©>SgoSa 3SS*SdSi©, «»a;^ar>iPG3^ex> 

-»« MocJiPSj^ 3-cpjOci. 16s ¥o»g^ eodSr'SS 

"SSCPcJi)© e)©o-u)oa. *#d3i>S ^4.¥. 1512- 1523 S^a^ s*«)o^ 

Jiai>& ©GbScio ae^oo ■&©oa5S*^j^&. ■aoatS^a aa^oos 

^ao ^^Jbl SSa©^ S6*oo, 25 'Soda'^ea, d®ea (a»Kcr>a§ aoJT^Co d^(© 
s»ajge»75» asoajjoSi&spj^Gs. "aoS^^a aa^oos^aj ,^^35 ssr'^aS ■o'e) 
HKtx) aSia^oStsi^^. Sj7'5*^a d3r*[©€r* o^asaea 3®j3i5 wo»as {r!»Sj"^ 
<5-cr>jG). spcr^^a cJS^•^a^ >^ao5 25'3o soa'oS* gss»0‘&.So ^Socaoaao 
cpgd’g (TtoSiP'aj^ c3»so SdSa^ao jseAoa. o^asao as^^o^rf eooas a;r>j^l5a 
£.g (7i»sr«3;^ t-g a'cpSj^ ^ajoa. cr>t9>r!»aa sso©^ (Sisps© el's aagoS*ccj»3j^ 
ST'S® o6*^a asr»j©€i* ‘wSoaaoaSa’ 3aj-«iCP'3S taon»0a5*aaKa 

;3ooaoatj»35 25'3o SC3*«a 55)a5»;5)Sgan»Sa 'acoo^ses'ea, AaaSa 
Ssr-e soa«oa J^asa^tato S»g t-g goGS^Saa S«gSaa ^^£ad2.-*~«5*>a 
§*3j^ CiPSaaea a»SSaa AjSatafi^^. jD5*>e SSeo^j^ea S>aAS fatPataCo, 
SSCO»j^«aAo ■3oa5 Soa^SaCea, t-g Stfgo, ID’S© SOS*© a^ s»Safeean» 
SSaa^oStaiS. ©0»^© ©Sa^tfCPaSaco, Sa»9SCPaSa«a gPo» ^^3a3 

'Saaoaa&S^JP'S. 16 «€r>§ Saod ^ eoaSao aSa«Sa^ a»0©^S«o 
«oo» SP^Sao3oa. -»* woaSPSS S^^ ^eaSB SGaSPSo OS.aSao€* ??& 
0Soaofi^3 Ka^CPaSaoXo woasp^ SSaoaS 3a^taaaS*oa. 

<r>«d*g s;^aa 

4PG3*g woiaiS^I" gas£^ O'eso'SjO «r'ciPS»€^3 t»g ^7!»Sao. 


X 



^ 55o£S^S '^od>^ 

&^Si3 ^d^Q>. (^o 6SS6^5€» ^ISS^Sio'S SSoT?- 

£3^n®^ S&d»a^o alS SS:>0^ 4o^ ;5o62S5o5^^ 
"^DoCSuo 25o SPOS®*^ ^So^^^eo &3X>l^^iS:>a5. 

«d?^^€PdS:>^5JSLP(^eo). ^ ^>o:>oe3oS^ ^PCPd^esJSPOl 2)go:>6o5 

iPa^dS5ca:»2^ ^^SPdb 4^0(5, 0®4f, ^Soo^^to). ^Pa»c35bc:3JSr®5 oS^SSPoco €?l3 
^*20^ ISoPS^o ^f^j^oSjdScg eSoSH:®^ SoSSJXbiiSorJ® es^^o-D 

iSoS'fo^l c5^^l f?S^ J6 oI^^*CP 5:>^S -^db 

?5^ ^CbSbo&^j ^g^€Pos3 e>^ -^dSs^^ ^cSSooSb^cSboib 

Sa^6:»5o 6^<3b^5o ^*Ss«S5^o 

J6o^^O elS £-^^*3 ^*3 €?©|^d2oO 8M§t5 ^oa. 

«5>^jy.€Poe3S3 Ibd^dbSbeP-CPib^S^ «i>'S ^55«6Sb^ d^bSSo^Sb^ ik»1S 

S;p4b^ g®?peb. -^l5e5debSb€PO^Cc»pS ©ebSSoo^ 5P^ (1) o;^5 

aCbSb€P-CP5:)^a:b (2) l^) Ibesado'SoWiP®:^^^ C4) aeb‘5o?1^;p 

5) B6:>'t>ori^^^^ e&*^SP^. Oeb^€P^«b^2b lbe5Sbo?^Sb^ 

. e^'S:>dboab e4l^§ ^dblSo?^4^S5^ e‘^§^2k>So 
san^peb. 4P^d®^5Pd sso^ sjcp 


€5>13 





1 ) 

*u^^db^6:)€P -CP^joco:) 


26o^^S^S5xi 

i^^^cr»0b^e» (^l.«. 1424-1503) 

S&SioSi)^ esg^e^oa (jj’S^o:)) 


lI>6<SCoSS:>ePCP 

(«9S^€Poe:SSo^) 




(epS^ePO2026o;5) 




1 


(epS^ePotDSSo^s) 






■SsSJSJ'Sj ■^0§O^'{b^& 
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4) 5) 

t)£SS&So«« sro^eso §^:St3scb'SoM« 

(t)^©e:>7So««^$:>£k)) 


tQ€^ ?b6o-a "6^ SSr»(ao7^ |io£5 35^2jSj^oa. 





^l.«. 1424-1503 iSsiS^ sh)oS^ SoSjC^Oj. ((^S* JboSS 

eS^5 ^^sp;&r>S>o^ J)«’S(r> J^^oi3«iSa "aojCSexif'S iSioJi)?! ^f®e»cs 

S3:>>« o»^e3«se&). *sao« ss&e>5 sai7»^«™5«Si<s* S)el-cr>o» a«®ge»^p^ca5. 
ggisr" U ^sp JSr>Sio£^ S'?®«pj^(«osr>Jk> ^^sp‘3. ©£i>spc5j 

■2oj<> (Seaoo®^^ §r“£5jfcX) ifH SiSoST'S^ SoSSiS^Co^ ■ai3dSe»ll)07T» 

es^Sj^sSjcJSs^rteCb 5vnc» tSa S«o^r»5^ S>o >,s»o^cr»S^oa dSS 

sol^ss ecsa (^{Joftocpjii. ^gor» &r®is» ■So2l>«^eo;DKr»5j, ?}«» 

^g^SPodlr»^S 3jpoaj«x*0^ n»;5o SS&e)& JSSS7'^<>'_^5’ 

fjsacirf S^^So. etePl! ©iS^SSX'-CP&^eci Sr>cr> 

‘;3od3go’ <so?5* 2Mr»^So 6oe>. 


■2)6c5Sr“«™_^5’ SSP»SS:)?P2^i^5*|D, 

4&QbSS:>e ■SoS^^^^3b^:)§ ‘SeP^eS^tJ^SSo’ JDCP^ico ^o> 

Qp;ij^ sipai)n»2_i2PiSo. ii^^a^spoS ^^spcp?)*t4,go ^“5) ssg©^:) 

0o-0oG> ^CP «s>;5j^SS:>c33:>^7P'5. 


6^cs»§’2t3S S^^CP 32,000 (sSoo'g ’3o£k>"So)' 

ISol^^Sos «P“3 tfOcSb'*”^^0?^£::3O^ 

‘j2>ol^^5 ?SoCPCP’^^ S^cy> ep^5j^SSr»-CP 

S3SSr»G:)^^ lbe5<SCbob€7»^r®Cb^co CPA'^^o Soe5 ^§j^o*CS2-o ^^C5oC)o-CP^b« 
«>^j^SSr»0^t5b^ex) e5>S3®^2)oo^^ ^6SS^ 

cpA'3^0? ^Zi5& 5J®coo^5t^ ^;y^6^5^o5. ^o£y*5jpCb 

i3o^l^3^od>, ?5>ol^^eD ll>5^^5:)2b€7*-a^Cb^to 

ts>d^ Sb^SJ^'S^S 0;3 aCb2bCP^ibce» Sb^^CP ^6t. 1S>i^ €P^>g5P0 

* i) —» —o e^ 

14,523 ^^iSo^^cxx). 


J5>ol^;5co ■;£ogiP'C5eSSP>S3®^^o, ^03?b 

CPSSP»c3S:>e^o, Sbd SSo^pot^ iJOo-CP^b. S)i3^ 

SbSS«dj^o, 5^^bgb<gbiPj^coo. cC^oTP 

-^c5b^5 3S5jjt3ik>^ofi> oiJS^o 

S^^Cb. 


«5>^5j^SSX»^pebga> S5i5 g2D€P J5ol^;p«CPeb^2i^, s>ol^;a^-a^Cb^ 

s§)5pe5gcpA5O5P0§, "Sogo 

A)?)5 2P0 Aol^;S SPtt^dbP^DS ej>;5^AP^eb^eo SS^S5>S5g>^iPtto. 

«i>A^AP-«3^^b^PoPCb SSo£b AjoA^TP 4^5^ S®Poff^ S^god5gD®A:>€>oPgb c5Sa>SS 

^abS^A^i^JP «P0^ ^goA©^ i50jo-CPA:>, «s>o^ S®Cb. epAj^SbcSb^TPO ^5 -CSAoAd 

<gA^ gA^tt gAA€^ ©A:»gOo<peb gPCP* oP5 AP»^A CP«o«^A ^5£rw 

«c o 



a3'6o(aibai* ^s>& Q-sa wis^sjcjss^??© arNJO 

8CSa ‘«Oca5 «5c» a)^0(tt SCcx v^Sid aosp’ e'S D»aj^ «sJ5jSeoOo6. 

^aSs AoiJiT* «stjo da»j6 s*t>o€i* 

[4. ¥• 1487- 1490 s®oo£^ JSiT'^ottd'tas Stsd&SXC O'er/p 
>«5S seJjoXcrodSjo «i>a^5ir»a»es3^& 6o^a. -»« selboKcpasseo 
«o^ ‘o»iSj»i!S5^adS3o’ s»ago |sr>S>sr>aj. ‘d»«n.jj?3^odS5’5Si'3 

s»S^o sjiJS (§SdS$& 3^oa. ^^oX0«<£b& eSj^«Sr»'Cr®&^^ •CT»er 

TTOSo^roiSi. wcos^ wiS^SSscSisg wiSJSSlja SdS Oa^S 3d3a^cr»S5 SO'SOoO 
e»dS5* "S&Sd^ CT®ej* ^*3^ "ScoiJOvPao. s»S eSSj^SocSSj^ 'SoStjiijOia 
Sba sco «* iso‘2to ^5»»iS3. u*& os sxr>6a^^s& 

as a^ ai^s»sr»;^eij. a« -aeJxjxcpessjjsj K'a^ ■fiosta*^ 
4S&aj. 3)«jaj <r»o»aao 'S-i^oa ^^aosp© aa^^as 5*d»a»eo, «at3 jsjoa 
ir>fx>, ^>s»cr»e» S^oaa'Sj s»g >^a5S»6§ 4»ja:»e», 

wacopeo aoS’fj’^as. ibtSS aoDoftoo l4»»asr'«»a'j^co5, dcossj© 

6*s goa»« cpar»a583is<3S5^o7s»a «a?^asipa>». ?5e>oa3(0 isJioa aasXs asiA 
jiT'Cas’S^o oi«s§ woldo ^Scssjudoa. tsoao^r* »eaoxcr»<si>e5o ‘^^■4o^^a 
adsr'Sda cr»«s’^’ as adoSesAsptti. 

‘soloa e^^o’as'iS aa^xs (Xour-aS msoot?' aa^ejg J^oa^^ja 

^xoqjoa^ ^paaiT*ob «a^ap‘j»8j^^ gassas, edSaa^^ ‘aa gaa» aci^aoa^e’ 
a aa5?b aolea qgoge ajOoaao aoao, o»4?d»g sp© aoloa^* 

s^aj xscsoS^aj esfaj^ar'iPCci^o aoS^a^ (ao®a»e»x» 6oatoo ^3aai g!r>og 
aoAjpas MdSsa ^Sfea 6*a*o»s^ ao(xa*ox»3a® aa^^g fecaj. 

1. wa^aj'-o'Oj^egj 13 «€pac^ d»agajr*eo cr»xatfcor», ^^ar*-cp 

©j^euia^ jipxaa ao0cy><ar»aj^ adisp waj^ajdSs^go aol^ad^ 

l^a^ aaoxj®^ oCp s»^a5. ^•^aj'-cpa^o ao3»A© aea*© aaa»«x)- 
aaa*^ s»a aoloa«^x >seAa ©aa«»s»;§>. ®oaj;3<a >d able a 

a^^ooa 5*© ga ^a^ajssi^ ®ajS*atoo€^ a^^as. o* 
a^^^SeS wefija ‘Ltpaja*’ o&ao ^©go. ao^ass^eotj «ca>a) 

ju3*^ «9a «a(^csi>o. n»a oSP’X^'^a aolo a >ii«o»^aS aa^xj^i* aoj»o 
^Qsapaaj^ap’u! 

2. 3a>X3 aol^a qg^c» (Xo 5 !*Sj^»^ waj^asdSj^ sse«r>'j»&i^aj ^L^a ‘aa 
aoj^’aj:^ ^a&cp^a^g ©aaca^ jpt5h»a»a^ ^acia©qon>aa 

‘aao’ ©a^s^aj ‘aa aos^^’aS aojxa'cj'ao wa^tj’o-ci®®. o®©. 
a®g a®© aagaa. aaeoia^ej'-cpos^co aa ‘aol^a qg^a»a’s 

‘aa^c^ca’a^a a®aj®oaso aj®aoaoo -©« ®a|^dajr»'3j^ ooacs^aj^a. 
5?oajdab esa^ajdi)^ ‘aagao® ao®a33»>as’ ®cooa®a 3 ^asxsd^. 
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3. s^os acAcpas ;S)«5o«5{5o»aa© oj»65) ‘J>«r>a3S>»iSo’n» ,D;s5j^a«>cT»ob. 

Sol^iSiSi '«>SbSOo-auo "SiSsS -ar^Soga. tsSj^JSJ’CPOj^ 
e»S wiSsSoS, S^^«on» a)i$<5o2u& 

Aottoo. (SoS w'Sa SAtt* 6oetJO SJSocJS5>a»d550 5© 

aoib, sosr»aj^ S'© "OoHi so&o aa© sc3<»©5j ©»a 5 aoAa 

{50»^S6 wc3ft«l)*ooj<saS5 ar» e9iS^JSr»'Cr»©5^© jso®^ 

iSf^^sr*' iSos er>&^S)oa'^ tT^so-csa^^. ©&s©a 

§'S^o*5«^ ^sa^sas^. a»a§ ©eSSsa oOjSa'^ JSPSoa^tg a«Sj*ovSaa3^. 
ses^ iaf»«o‘;^!b a»o»o ‘s^^’oSj spcb ST'CPjiSj. s^i5Si ‘ssjjd ooqpo’ 
©'3 iSaj ‘CS0CJ®O5’r!» !305SS^J^i>^^5SJ®^ca5. Stto (6C^S3f*o, (^iS, 
iixr>ti} q*ifo^o5 So) ^ao®^bS^^S ST'Oj^ «jr»sSo«5* 5»^e» 

•O^ SO».^ SaJ'CiJ -CSJSct®©} (j^ £X>C5»o>) ST'crojaijir ZfOifl^Si 

AS^b- aa a{5cs»oja^s sr'O'-aa'j^oaj. 


4. ©aj^cJSi^so sy^o^o, aospaS «»ss^ adsoapos ^a'S I'oaoo 

aoAo e«r>^so (a>as aaj^ -(a>ao. © aosa ^KSJ•oa ©a^ap-cp 
{jcgos ci*a5 adajijaeaipcpa^ (^aoa ‘acrSaj^asspa a'a‘<?s»«^ax)’r[» 
aoSjipaa tf©oaa-a5\. &a^ a©as "aa Lo s'esoa. 

w « o 


5. ‘aa aapaaipa >acJ3co«^o’5* aa^a aoa aa oaa^ e.s a^5»_^a^, 
aao^Kda^ s©/\oaoa. aoa^aa [ao^a'^a ^ao. ©'S ex)^©aua 
aecp^ aaooaoasiijoa. aoa^a 0q»a «p>£pas oa^^^a ajff's 
cpa^a^ jjtipoaoo © aao€r^ Aoaaj. acpas aoa (^e» aao^ao 
©a3a^aa>j. 


6. aa© ssjd ooao (aoc>o)£r* ©a^aodS5^n»oj da ‘SosS^tS ‘aaoja’ spo^oo 
adsj^^as. ai^-a.a-5*o -Sost^s^o a^ec»5«^ acpea. 

7. ajos ?pa? aa.c3Sjo7!» ©a^apvpaj^o oaa ©ad© a»a^o ©aa^oa. 

da>?t3 wdSja ■^ajji) aaja©»?i "ajOftoa. aa^ ^jsoi+peo (p»S>a ajdo 

sj5)?5a2^a» q«r>« (p»di)«ocr> ©aaa>oa © ©aa. «r>^a3*6So (p»S>a» 

aole,a©5j ivasyoS)^ aoaaspao ©a^^aocssi^. 

aiej-K, a©d)a aa a©.^^©^ ^a^«P^d^s ©aao^ aa ao0oodS5on» ^ 
©baooa, © aa ©aaas aoftd ©«Pj^s© {a^a aao7s» (dcpdss'o'S (acf*aon» 
©oAsoap, aoAd aajds? a»cr>ajeo kcs a^ adsbaao ^^Siocr* a»a*asaeDa© 
3J)^a a©»pa^ l?it3»oa a«a§ aoo saidp aa©aasj 6.s a"a^s»^aj^ aaj^« 
das ^spdja asad ©a^^ajcssj^a. (aaoao (Scs»dbs ad5CPdJ5»©‘3"aaj^a3«p©aj 


XV 



5»&>, aeso^ SoSS so© goiSo5* (SaoiS 6-aaSi^ O'ftfc 

aj'«fojg)e» "SodotSl i^oem^o '3o§®S) ais© ada c-csa *aoxiotm 

sa^aay. a^a* ^s&sa wds>a caa^ aa sjj&a. ass»a o^©& 
esdsS'^a 6c®a§Poj»e» S'oew. a©A«5 |aa©a©€r®a5 0a©a©^a5 

wcSiia e-s aasa^cJSs sj®a esaa-caj. waj^ar'-cp&i^ gi^os aoA«j®al ^as?© 
e9a5(fi2j'©v)a ©©•T^ea qs »aa^5©aa-a3j. 

;^&os>ga 

esaj^ar'-crogj^oSs d&ajoas^ «9'^ ■S)05«©a o’C^cJSsoao ae5s©«a^ 
S’eSoS) g©ft 6o45r>»tij. or>«a«g ©a 0Cb'^©««a’a3ac> tfa ‘w^aoJj'fi. 
go»^cj©’£r®a3, [l.g. 15465^ §*ottl!)ai j^©«j©^a 3otts«ip>eb ajoac©}^ 

ar»oaj "SogtiSjCoal cpa© ^?ja ir“aa©€^a3 (was wagaa© ar^ai^sg 
aifoaa^as §*a^;§pss©&) ^Jae^^a sspeo^as^^ go 

aoS>©«a^a5 «sdo d«a&sa aa^a^ (oa^ e&'S©««5r»$jao), "aa aesoao© 
<&^o§®gr»c» ^s©o -s^ acfeoJ^^aj go go o;a»daag^ tsccua 

a©S3>© i^aoO'gOn® (oa^ort® ■ S»g3*ca3a») ?b6 ©^ SPCbsp^Oa. 

e-g €sO=o°i5eslDa ®o?®0^30ro^©. iJa o®»es^ a60®oar® 5«o©5^ SiSo 
SObaoogi 6ocSir*(5< 3aa ^aa®cSl)03 (^l.g. 1509- 1530) ^ 

ir®gO®g gogj4Jij©e5© opo§ aa 0®^) ■aT'iat^ s^acpas. o^oO^g [Tpap’Oj^ 
s^^a cpdijogj «9 («d«0o 77* c!»ao ^Scssoto© w'tS) ajS’g wgjo^go'^a «>©5S©. 
«r>«0®g jr»^acr>diio& e3»a© s»aao5® aoa©«a_j^ ®0®^a«7“0§ as^©n» 6oci 
gsstg^^ a)®'^«o «r>or'5»^o aoo'laoo ^ri»ap‘O§tf0©0^ccoata> g'oao 

S^O*. a©i5*^«©55»a> ‘a©g^© aoa©aa^’r!» ■S6'^©ij®o:o. gogo 

b^cSoa© gdo^^s^acpiS&o 'saj^aon®, «i>3^uo aicr®ol3©aa waaiS” ^^o§*a 
dSj^'^AcS c63oS:o^o?p^ 

^oioir® cp£?»(Jc3;5j^^^ iPOSooc^osT®^ 

eoo ej)-C5:>^<i5CPd5:>ei:>! 

0eiS2S: ^ TToiba 

<bs 129 

a©l^a^ epa^ap-^pcb^ogj ssiso^^ oocssja® aa©0*co3 ficb?adc.a^ g'asg'gso© 
(Sat^ s-g a^©A^'^a aj^aa 6oa. w a©&© 0 : 

(^a®Ao 

‘sxSjew a©ae ':s^ aoAcs»aiiA©'R ■ 
aosjar®© «&a a®d^es’CS’g»j a©t^’ -(aoo) 

(«>p®£a^ aol^aaueo - laoa)o©, 88/89- 1980 ao0®a« jaa) 
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^ ^ ©ssj^a. CPSSjJSj 

u^^e^n^Ct' c^g^S" sS. ■csossn'S ‘sa g« e^ass^s s»5r>^sb%e)asa5’ Sicgoti 
sp^sar»c5®0on» :soog^o ©ibSoosa ej'S ©©esj ‘«r»«ss«s 2.*!^^^’ 
i«o«5oS^ er>& ;3os>o3“as sssiiaijssa e$a>jpa^oa s’isosjsa csr»a 

®g^S5ts*Si. ge7>^cs»a^ ©SjaOoa ao!jo«i5j^So f'JSoSo s^g ^pcpdS>cs, 

©aj^eP&^JSs, tsU^SJ^Qi^ SPOj- 5Sjj?^2b 6oSJStM 3e»^o45^ SCoSjo 

sa 3?5 ^s es&wa^^ijagoXs &&> a;i>^e>a (s^Js^poj. fea^a^ e9is^jsr*'cr>&)^ 
i^iSi^ss aoSso^a^, gage Oasjeg^ ©owa a^JsoS'ga 'S'^^co a^sioa 5®e3 
©boa. ^ aa.d 2 bo -e« l©^"^ a©a 6oa. 


iba©esa5«;»-cr“Os^ 


li)a©e5SS>«?®\j»Oo^eo ^:sr*Oo ^l.s. 1473- 1553 sSjO^ sso© 

5r»aa sa^acsij. ^a ©® esa^ax'-cp&^o aiS'g ecooa 

!5©aS ©&3 SSjossj^ aeajSs^ ®!§^ i3So(^ 6oa<7^eb. j}©ao jt'sj aa®^© 
aoSo. ^aS ‘3aiir»e (a©^aa®in»i^, A cro^abfs hc^o& 
'ScPOSP-CP’tS^, SS€f^d^S 'iS>Q, !^SeS^!ii$ Sii^o^S’ es^ ©Sbaoeo ©a 

«o|i »= gTOo =^0. wv:" Sort:*^ JiO 6:<o.fS Sotes'VsjS 
^ojcT^e^. s’S^cp 2 S*c5;sAqp€ 5:>, ^jo7?»e5 

csO, <&cy>S>i5£:» S«aP^co, 5^2^, 

‘6$^5»CP>co, ^o\^’'tia^oiS^ S>025o^SSco (ajd 


^d5b;5 

SS:J^eSo ^^cn>o«y»Ol e5e5j;5n:>ii^;3^, ^U^o 53^0S 

eS^D 3S^e:)e3o<§^oe>. ^ -^c53c;;5 

SoS5^o, l«^o?b^^So, S5oi!5j^J655o:>^po, CPc55:od^5o, ^^SS:jcSSr®e3’oSS©, §^oosr>dSS®, 

<D(CK>o4o^, S©S5)i5o, ^SiP^SJ)do 0:»25Lr>eD J^SSiOj^jO-CP^o. a-CS:^4J 

CPcSi>€» J6o?1o§^to (7 ?SSP>o^3j^ i5^^S)DS-cr»jtto. a-CS:>^<i$CPdSDO 

J6^o4l i§j^£5®i5:>o^ S)p^jjia:> 

aCb^^CPdbo CPss^d^o^ 

SvPO^ -^db^S J6S5 o0^o-cp6o. t§^gi5o€3o ^3cooo-CP2^. 

u^lVi^o Shcs (^ccoot2p^. q|j^icr®cpdbt3i;&®^^^ 

5ca:>o-CJ^5o! on>A*6^e> Sb<:5 ^§^^5 (^dbI^7V®ID"S>do 


sS^CSoco ^cSoCPib €r®;3o ft^db^ ^txo2oo^0§ 


ai^j^SSoCPcs* dftSo^dSb^ a^D iSoC^do |l.^. 1540 ,^o<i 2.^^ 


SOvPdSooS^, d^toTPo^S^ J^(Sd^4Son® ;3&-Do£). 


•SiS ^€b:b€7®*CPdb^ 


lbi5 ddbSb€P-CPd:>^ "Sbg d5:»SS>€J“CPCb^oSo a^j^SSJ^-CPdo^ 

;3d^ ^«S3«^^ss^¥o ^©noa. -s^db;^ ^l.^. 1493 - 1553 

^Sa:k>SSo ^SS^SS-Cbj, -^dbSS DC5^^oJ^25o, ‘a^ ?j»a? 
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■C 5 (ga 6 ’ a53*ooasr»iSi. ««<ss>a spb® j*©* aol^sco e^oor»&3. 

«»§ji!r>i:»e5ottgo SJ^cr»jJSj. qS^ttSto’ fnH (KoiSo p^^So. 

■^♦cSSsS d{3oa®€^a }^3o<SO»e>jaj gep^£5r*«^SJ«»l ‘^S&cJSjo’ 

(n»aoo€^ MCJ»dS>off* »no a^ao 3-ir»tk», OjSJSrao^ -a[cr> 

■a^ isr«:so€r* s’a^ 

(TPisiPS^ a»ao 

^So3»a Sjon»^6o^r®s ■Sog'ti¥^a»©<!Sr®S^ il^jyOo ^ScosoO 

;3o3joaoa aa stS)Si5«7»Tj»&^^. («s,e.^. ao^^Doo iv 
- 144 Ho. «»ai5o. 22.3.1540 <3»tS&) aj«i& diss o»iSrt»a;s @a^Sir»cpaa^ 
«n':i^g»ciS«5j«) ^^«ss'o5*>u^ (Sa;^ ^-spiSi. «©<&> (a«5JSj 
jjgba^o tss^s>yKP>s^, aa a«i>:s3«j»<je&go a(«3*o3 a2^oa»a>. ssjSo s^al 
(aisVoan*^ &Aa;5)i5 d&stooSj ar»^ajaj^ os (aa aa:ao«p-ij» 

fib^o) a^Ka•1i^ 6o6. a^atSoo^o o»ijn»'^ ss&a^s &o^ 3*®»oao toa 
«ss^ssj-»cr»ebce» «a aa^ aogtj^^cjoaj ar»j§)aba;^ a^«^»o 6oa. 
«yc5 scbafir aoj^s* ^0^0 Iba 6» aoj»o<s3boS^a ^og'ti^^iba aasi^S^ 
ax»j^«fcaj^ aa a(«3«o ^oa. 

0»ad^g Sjtojoejo 2r»S 'SSSJT'Cja S(X3*e», 0®3<»»e» ^oa aCbeSeo 
cr»e» i^aspa SSjon®^goli^a -^^SPodbo®^ "Stil i5S(aS<bSe3<5 6ar»^cco. 

aa A&'^oxas^asaa 

qaai «5$air|d ’ «S) ‘;5oA« snsj^am^a&a’a &oo£s3dasr»ao. 

qtfa ajadS'aoSj iSssar»e aogtj»{3o|a5 aa s&aoK^a'ajas ><s^ a»_j 2 o 

sr»oco a'&ipaa 3d»Naa. -»« aa e5j'So««spaoao (l.«. 1546 ^jpccai 
osi^ cn>©oaat» g;5u2Sj«>oa. 

Cj^S ll5»*S©n«?i2P«b25o 

<a»^S5o?p!]c SeP^caSSoo, Sit52S>^7^l\ ^3c*S5a<3S:>o, es>;5j^SSr®-CP>5^ 

■056^^ ^iS 6o. 6^S5i5eo ^^5^ 

J5oss4I^cp^S 620 (|^o0«^s 

^odSoJ^Qo, SS:)oSS5o “SoiS^ |rr»SSr»o^5o CPiSo e^Sj^SSodS:)^, 
IbeS ddbiSaeP-uPiSogo "Se5 €§0^4 ^ooo^ 

e»<xo^ eax>^5 «p‘5 SPd 25o'\€PS>J2o>o 

OoC oJ'^O ® 

£s01^o4^ cp^ [1.^. 1546^ 

a0/*lo5. “SdS:>8>&o5. 

^^^oospeb afi>*So ssds^So s^;35g"2>d 
Soo?bd6S§)o:>m ^^^oO ^ ID2c<3Sx»^§ t,U 

lSdS:>e3do5. 
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ZiiSHi -CPo ^i;S^on° iSD«$o ^St3&ifi>oSi. S*c3S3{b& &odo 

ess ooas»(3r««o SeoasSSS 3^ei>. ^eso SsscSSiSXb 0gS5^S Soo'Sacr'cSSio 
SSe il.?5. 1544, 15455^ weSoS eSKO 6o^ ^oS© LooS® es'lS e»|A«J®cr>oao 
Sr-oastx- Seo^oa. ^I.«. 1559^ S*^t3 oeS5'So«<s^pesjeso (gaa ts^s^s) 
^a.^AO^ &oS. 3S;^a»c5i>S'5 'Ss^SS g’Sj^ $r>Sa3e»e3»SSo 

^esess as ©&SSje7><T»e3j^® g'eSoSc. a!«se&> SoS^^doS^S ^^t5iS^sy>p^ 
QSjKj^S 5SS^o-cr>&. iT»Si&on»Sj ■T'SS’Sl eT»€) 0^02 ©l5 3Sj?bsr»^?p^ 

^^■^»^So. SjSj^tooS S'S^(Ss*^S3 ‘SiCPSa’ e*"^ [p'T'eij. 

aei>5©£^S yr^Soaa’e.tP^Sj g«7“^d»*d^an>SS7T»Sj esH«3«CPSj^ esoei 

e9[«3®e3o^ ^o&sp^T?^^ ^I.S. 1554S^ e3»So ^«^e3o; aS;^goa®^S 

©ei)C"<?is^cbSj'«2o s^ooSs, ■ae-c^otP’gjj.Si |^sr«oS3 (l.s. 1553 

S|CPj5o. 

<S^3oSS:)ePO£3 §^ik>S^$£5o. 2>0 

c^cSi)0 J6o&Do5io0^5 ^a'ScjiST'S^iS^o 

^p»•3’^So. 

Iba seSoSjer’CPCb^o S'eSoSoea «S©§^iodioao sSos ^1.^. 1565c3«s» 

&r”ej® 6oSg [1.^.1560 ^^o«So sd S^-CSjifcoa. ■&« SjOiouoo^eSj 

sesosa ■Sogt3«^e3>^2bS sjS 3-«& sj»uc5ir»5c&o& >i5tsi "S):)© 

■cr>e5i. «3P«sd»g spc^a 3s>?t5^ ssap^ss sr'Os'&tsj. 3Sj?b saa^jo^ 
©Sj^SsdSj^ "esSoSeSCToSo epottSSPeSo. SboS SS^o S»SJJ®e&>. 

asaebs^^r»tsi^ tsasw 

er»^d»2 as acSjS>e 7 ”<r> 0 j^ OSSeo (1) ttottgo (2) Sol^S 

e^cjo (3) ese3®ga^, i^on*{5 So4^So5. 

■3og■l)^^^eSiS £oa aoags^oe5ao^®^(l) aoSj^^«o(2) ^^gJ^^o 
(3) T'C'&S (4) SJ'Sa (5) ^^a ^e3» esSi^oSa’SS. (6) (y) 

(8) «ir>s. ep'S asssa ispsl^ p5is aoago (tysoos aos«;)0 

Sr«8%8 «ja SoSJto, Euas^Co) 7.11.1537 spiSj a»ft 'SsjoSbO |oT»o3joat3 
&0&. *\)a<^©>on» ©essSso aebs© ^s>s»as*05e);3« “®s^ssr>a«es5^o «stf» 

SiSST'eSio oSisg^aben” (The Minor works of Annamacharya and his sons) (SasSi 
So%)too (Vol.I) eo'^ ^Koao^ SoA© aBcSbCPSo=r>ar»e3p^ S>lifSi§iP (Soa 

1935 «^ 0a>eoS(aAoa. ^ aoago as dCbS 50 'a^&^S 5 tp™i(?2S 
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6 s '5 a&jiSo 5r®S5tj»a§ s®J5c3orr> gJSeiJSo^oa. 

o ;3 saiSSsePCPeb^o Sol^Xeo &r»c» «JcSi!S5 £§3«S S'ooS^lS cpA'SSjo 
liitt (^cssjEjcgcco. ©e^go 6 escS 2 oft 6 sp 6 ^^e3g0»^5S 

■Se» 2 S&S ar»g^g ay »6 g^eSboj-XVI esi{5^ Sol^iSex) 

^iT'o So 5 ® 2 t)^a ^o7t®C Sol^Sew 1962^ SScoj&oSud^^. 

Sol^JS €^£30 aiCP^eo (elC^ S^«J®e») 

^«o$o. ^s> sol^^so iin>;5 6o'^sa°oJ5o?tr»6j 3^oa. 

Sol^3 e^oo- -aOi^, JSay^er>«o. 

aol^;S qg^wo^s :5eii3 ass SOo^Sj^estS «y<>g3f»g ©SS^SSJ’-ar’&^oj SSole,a 
qg^csSb'^S SSoSS^^tf 53o3atx Be»^oa. SiSo’^^SSa^o 

SS 3 <?^ SSSjjto'So s»&oC» jjogd^g ■aaS&SSjer’-CP'&^eM (asa^^s) 

<ao^ ss^^^^Sooat^ &r»c» 3§;^oa. aiS3ar>s* aa^o aa dOoS5oep<r>&geci 

da dojd ©cD^a isa sosssscpo^cb^o ©ajssidS* -»« sa^fc (noqpa^eaoa 
atx 3^oa. aa^iSs® sa® 2 S)^o^ aos^^d ssoi^a qg)^£T>a^ ©ssjaossij^ 
(‘dcy>_^s:»£a3>«o,o3«^) sa^sb aol^a e^o ^«oa oaa& &S(gsboaat^ 
Sej^a^oa. 

—o 

©aj^SSr®vr*So^o aoJ^aew 17.5.1535 esaCoesg'SiSS' 0 ?»aa 2 )^oa 

ao 2 3©di>a^oa. aol^ao5®& o^A’S&eo ©sa^^uoo, ^k^ooi^Q, aaouCo, 
aos3«aoo, gas ai^a^j^sb s^ogo 5oatx gexssja^oa. s’s^ op«a(d(Ko 

3 Pe» ^^GoKo, do£S“Sgp5i^ ST'dSitoJOUo 

cn>a 7 'S&)S?«god 0 -CP>a°aS ao-a»Co Sdb^oo^ qa EsSAatM 3e»^oa. 

©a^ar«<y®cb^© aol^a© £saooc3gd»^a^ aj-»aa aa®{ba5€Pcr» 

Cb^e» da SaiSb aol^a sr>e»«eSo?bex> 'SacD^ SaaSsKso <D& 6 o^ 

uoacy®^ Saa wodbocr* aoag (a<^CT^gaj*a s^oaat.^ 

3a_^t:ikid3a^a. ©o”o43 ooacp^ laaiS aol^aoa? a^a®o5^ 5r»lpd^o5* oep 

^Cyo^ 6 C 3 »oS'Coo 5 ® SS^oaoo gr“C® zsOAoa. 6ac3bAd 

■cpcj^© sp>{b -d« ©oacp^as 1949^ gaj/T’spjj^cci. uoacpfe a{«px 

s^oa^aas* a^^oTs® ^scasajs^a 3oa> ^e7“aos®eo ssy®|do ga3fr“ae5a aa 
qS^oatjaodba^a. aos^^d, £-g aol^a a_^cpea, xa>s»e», ^?j*d^<. 

©iSsptas^ a^soa^a aoa. ‘6c^3'ss», ■S:>er‘ass>3, ^^ssssco, ©odc, ' 
xaco, &nsss 5 , wa^d aas^ajaij, ovoa, wo, gj-'agaco, saa, wa, Sss 
e 3 »^a«, ejass'^^’ aoO d® 65 P'J 3 .g an»e», aosso, aao aot5 aa»s» ■&^ 
( 8 cpaos®o Saa gauaspcoci. aa ©(bajep-cpaj^ospa) SitSa w ^eraos®© iboa 
7.11.1537^3 ss^^o*^ 3S^oa aoo®ga (^as3®^a®£b^o«P6 ©a(^cSbo. 
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SPOb €3R2b TbOo^ €P^iPU l^dS; 

XV ^0^5)00^ (1961)^ eiS^SSJ^on>t5^ ?So%;5o^ 

4»«bs5oera^6^^o spo i^>ol^;5€>5^ 0^oo^5 XVI ^osj)tj«^S pSs;^ Ssdsa^;;!) 

e)$^o iPS^cooiT® 

«po^o. J5 )^cp«3^, 

?^S5l>S»€> 5, Sgd SS£S5iP5® 

^o&oe5^a> 13oi® €5 >o¥o. 2>oI^;5 0^5c;>^^D XVI J6o^Ooa^ 0^do23eD§ 

iP€»?b $®45® *^4^ ^ cS3bCJ®CP^5 ^<§^o. 

qg^fPi!)^ I50-CSr»iSCP^i ^€P5e>S®€X> «po£S:>£J» 0^^ 
3®oaoiP CPAIS^co 4iP^ca>. Oc5d^5:>«Socr»’uPdo^€D 8§S«S 

S^o£^;3 ^JIoCP^Dj^ CPAlSsbo Jbes ^CP (pccoo-CPe^. (aPoxoOi^S 

S^o SSj*(^o ?b^ ‘ScSbo^S^iS:). 

U^h't^o Sbd ^-CS^O) §^^^04^ ^iSo e’liS e^dbiJS 

1922-23^ P>oxotT® 5:>. e^r 5®A^$2§) 0«foo;) ^§>ePSSg^ &o^7V> SPtS^ 
€s>;5^SSJ^or»Cb^o, SPO o5x 1 JS^Oc^Uo (The 

Minor works of Tallapaka Annamacharya and his sons’ Vol.I) 25o&«$ 

2!)£3dbCP^&:)oP*iJ®d5^e) £J®0 J6od^£52€P^^ 1935^ €i>-CS:»^‘SoJoo-C5^^o esOAo^. 

^oi^£5^ 


i>S5CP€o^p®^fib. oo£k> eo^en iSJ*®(^o 

e^oo ^eP5e)S®e) SbiS p^coooS3o<io6'li5i2> *^^50 


■So2:&o ^<P€)a 

lb^C54-5& SS:o(ae^ "SoS^^ U^ti^^obod) ^So. ^[6^ 5P^5a CPA *5^0 

fb6<'5:>od ^S“So ef^coofP ^ ^Sx^O^rp 

CPA’S^o Sbd ^o& <D^ S‘®A<i^S^ ^bod d^GR^j^^AtPoO 

e-Cb^ ‘ScoooSui^iS^ 


JbO-CSPt^CP^I CJ^cSb^DSorP CPA*3 ^o:) "2)og 

^SoJ^^dbo, 223 A^DoC5CP£3>^rb 6^C5 S5CPCP 5©, oe^J^oT? 

^o^ioo^o CPA"Ssbo^a >?p*;3j^ ^^S5P»c?^o^p ^aJpo- 0 SSx>(©(i$ ^65 

©g4oo esdAo©. J5>o©Ci^o^^ SSScpSS : 


1. 


J6old^^5e:^c^o 40lbo.Sb.xl8 "^o.ib. 

;pco?b (pA"6^o 2b© ip^dbtod S^o©. (^5P«$ cpA'S^oSo 

6o©, (^?:>© 15© ftP© ;s?d5o^a5©^©o. 


§^o<i5a>o'S 
^02^ eP 


2. (^2)© aSg^TP «)CP©:>^CPo^ aD©oeD syp^©^>^CPen 

€P^o: ©^CPo5^ 25)o5. 


3. S5LX5^©45d^2o S30®^®^ -CSr^J^S^o©. S®^ CPA'^^ 2b5 O©0 

SScp^^l ^o“2 CSJ^©£d&o©. 25d§€)oS57P, ‘iPen?b ^©02x>€n 
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5*8 at3»^sS ajcJ55^ao5>a sio>^ Sosp^ 32 v5r»ae3as ‘sj4.sS5 

d*£SoC9 4i*s56...-’ ^,S® •CSX’SSsjdoG. ^ 

(assj’js'fij s»s«o. 

4. 0»A TSSi^ ^S....’e'5 SfS^o 5’a3^S*atf^on»;S), ‘ 3S>a 

D»«>s <S)»^css 5 ...’ eT5 ses^o s 6 * aa^orpau 6 ^;^. ssoc^ad d»eo«^ 
ajjT 2 Sasan» sws:s5*2)ci^d5a sa»^ri» (^4* d»5o^ ?r>A'3&o !toa 

S5^Sg^g5^■^o g*S^o«5oe». 

5. o*A ^Sxu -&* ^Soa %6g5® cn>Jir»a3W 

e&iS^t o®<5d*S ®iJ»j^SS7*-CJ*Ci5^e) So^ST'jSbtti Iba ©&JS3«;'iT®83^ oj»0 
SiJir»&6i as 60>S50*'C3r®8j^ «#Sd%^S So^S t^o'^S SttC^oaiSj}. 

s»(aa >eo ‘aai^oas»’ ©"S iir»*-j«o sae^oa. ^a cp*e?» 
SiJsi^’SiS ®o«o. jAoas^ •#« aas& ‘saajoa5S»’ «*'5 c3»a^ ao*^ 
dijSr>Saon® - ^AoSS^Sa -84 0oao5^ Scoy^'^S (S'SadSiT'o^o 

‘saao0c5»c3Sx>’. 

e.aSSaS* aa^o ■ 3 ofi®a^o€r* SaSoA aP-tocBaKa t3»«>’ ©"iSa 

a»ft^&o >&o. ao 3 (aa >eo si^cp* ©a a^o;^ s^a»^ao5* 60 a. 

aoS*aoAo ©jg)«3boaaoSo liotii d» 0 »or» ads»%. (aasd ir>&o6* aja 
‘C 3 »&e)^>®’ ©a -CSoS* (JSoAo '^SaoC* ^o'^luoa aata&oa. 12a, 

15a 34 a ac 3 ®^^a> ‘cpfeod^s’ ©a aacc* ^cssaao esOAoa. 

7. ‘Sole ssa ^s....’ ©'S s’aa^s'aa^ofi^a i3®>ffJi>®ao ‘sos»o«ga»«» 

s,ai£o ^aaSss aosS"’ ©» jg)oa. ^l A« Aaa ‘aoaa’ ©"^a cr'A^sa^aa 
a^nad ^so^r^sa t-"! aaon» aar»aon» sjjoa. s»s ©Oo sen® ;j>oaaj. 
‘aoaa’ ©■^ap^sj ‘©aaep ^ao’ ©'^ aaa&oa. aKaoaoa 

4 ) 5 a Sole SCO ae» os»«i »© sea 5*<S oao sos^a'Sa® 
dSaSaoS aoS 8 ©"^ ?foS««oS»«» ae[Oa»;§)So’ ©^ ©a(><JSao ‘aaeo’©^ 

d®5o5*:3 a^oa. ■»*aM^ac»o€^ aja ‘aa«»’ ©15 apaon* aasoSuioa. 

8. oroft’Ssoo d»eo^a: aM(aa d®ao€r®a5 5r»o« ai'&to sa^ 

Sioc® ‘^’ ©&, ©ej®'^ Ad aa®^o sa.i33jod?*a5 o&'S>& 3a^S5oo« ‘A’ 
©a a’^fSoaao 6oa. >s&e) ^se^o S*ao 12, 15, 17, 26, 28, 34, 

50, 64 ac5®^e»7^ jjCP^aTS® t)& 

t)05® a'l^osao esaftoa. ©"S aaon® Aa acy^^ ‘wts^oa’a ‘©.3.’ 
©a ‘^oAs’a ‘^.A.’ ©a a^^osao eOAoa. 

o 

9. c!®A’ 55 i^a a®so«^ 13a aa^o ‘«S 6 <r>a ^oaotuo’ ©a (d®cosso ©^ 
dsoa. awjad ipQoS^ ^ ‘) 5 S 80 ®a 3 o ^xoaoewo’ ©a -cipatj&oa. 
SoS* ( 5 oAo ©s^dioaa^ ao^3®o i5d s®^co a»(esc> aa^cssjoff* ■»« 
aj-®&^ ;3diuaai^ gasjttsdboa. aaj^ aacpaon® ^^^SJ•■^ *(«’ ©'^ 
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aod 5 «S»|,C 5 o 3 » a°X>i ‘a’ S'SCbj. ^«o«g^ aj^SSo^fi^ 

^«oa■&5•a a»a gjc wcaos ^tfciso g»a>. «o*j6 

18a sa^o€i* («oage oo&s ‘sjcd’a^a ifitoii&o o<>ss 

^sejogo. Saa d^s'& Sijgooa&sioa. 

ax((a4S scp^sxK* sa^o aao >ao ‘«#«^i^£3oa aiao^<sa®s«^©’ 

dS axi?b^ajj^a. a*A "^sje) ^so ^joa cpccs^ea’. 

o’A "Ssjolioa -^4 d®8'Sj (a^ts (^oa©^ ^^gsoasodoa. 


11. a 3 j(aad«eo^ aasias^a* aa^o^a "SoS* >ao aaa ‘^oa 3 ( 3 ij^ aaa^’ 
s^oa. i7»/\'^&>o ^Soa^ esa ‘^ocsaca^ aaaso’ el's 6oa. ‘^oa«’ 
«!>i 5 aaar*ao g*acj»aj gasg o^a'Ssjo ^©"So ©o^gsoaasaoa. 


12. ax(a« ^©oa^ sjoacir'^aa^oa^a aaa ax'*© ‘waa’. o^ft'^go^s 
d’So^ w 5*0 ‘uaca’ «9S 6oa. acoao ^pso ‘s^s’ 2 aotJoaoaTP 
aoS* d^so 5a^a cax'acaj’ ©'^ g^aaoS* aoooaaasaboa. 
cpA^gjo d^6'&> aaMoaon® 6oa. ©oaj^a aoS* 

a^nacjoa^ Js^gcoaejaoa. 


13. a^j^aa >eo5* ^oa axps* aa^o5*s ao,£® tptsos^ aa^aacaw’ 

©■^ >eo 2 j)oa. g»a ix>A'6go^a >eo 5 * ‘asases aa^aada^’ ©a 
6oa. 5*®5pao5*a ‘aoian»dar»«aa»aa!xabS ©■^ gvPCo\ ‘asases*’ 
©■5a»iSj a'^it^oa n»» ‘aajj.oa’a5 s^ao Ka^g aj3(aa 5r»cr>^^ a* 
(Aoao^as ©oAgooaao eOAoa. 

14. ai3(aa >so5^ aaco acp^o aaa© ‘asjoaj saoaa 

iT®S5o SSi5otx>;3So ^SSSdjDSSoei^’S ^5 dSoSPOtJO SS^osoooSj ^S^S^oo3;5 SoO 

ft— ft— « 

<3bt5i5^^5’. DdSCPo^ i3S5N^<iS:>^\iX)7P 

VO o oJ ftC n 

i;)S^Si&^ s^da'SooG). CPA'^^Sba ^So ‘^t3oO^^^ ^SiSdS^aSotD 

ft—. 

<JS:>oJ^o^5 ^otxoSb ^2^otX) ^cSSo^OdSi^^S’. ^cooCS D&^7? 

^;5 5P43 'doS^ 162^^5 >i$o. ^5 cp^<d sses^o, 

&«!jPoSSeSA55iJ07V>‘3, dC^9»o, AdoO 

4fci5Sj^5. 25co|^o<r® cn>A "SSio Sb5 ^djco&oa. 

15. ^5o2<3T®SS^^o -asSd SSr*U ‘sio^Sao^’ 6oa. CPA 

■^SiO -S^u ^So^Soco' &oa. 0gtoo ^0^^2oe>;5 S^€P 

^S 3o5;3 ^oAvJ ^CPSSocf, OCPj^SOo ePoiS ^AoCP^ 

CP^S J^oeooOoOoG). tPOdSo^SiJ ‘sSio^Soo’iSD I^SSoo 

^^oTP &oiiiS5. t^odio^Stl CPA'^Sio S^^^oeo’ €i>'S 

16. SSx>(5^J t^CPcd SSCSiSofi^ ‘^dar^A S>o|pcPdi>o 3^ 

SS)o&. CPA'^Sie) 6o6. SSoSS, 
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fltvaCT*© 0Sipn»»s ao8so0e>c«s ao(^es7'Sj^ !)«3»5 pjd;^ 3’i^ aoise^o 
KSiS a*A "iSiO 5>^gOoSt5&oa. 

17. d»A'6si«» »»(&« >eJSir» st'Oo »So 9 sr^K* ZiSp 5*6 ssc3»aj^ 

‘:g)AJS>j’ ; 5 )s»u«aA» ‘A^c^3•o’ e»^ acy»s5 

ttr*aon» gSE3iSo5*oa. cssss*^, ^,55p»,5*,S* e» so»o "awao 

CT»SS^ SJ'jtfo ST'S* c.gi3 dofi Sa^g ^t3 d*SgJ«) d*gO^ 5*^"^ 
‘&Kax)’ apso 0S?oae3&oa. 

18. js»i^ Jitja t,goa aa^o sr>^i»aofi^ ‘i»a <Js>iX«ai5X’ «S) 

:j)oa. cr»AiSgaiija ‘d*a <as»x»jsi>a’ ws ^oa. ■»* ^a>^6»{Sj»a'ij 

<fA ^oijooais 17*^0^ (7*A 8 gi d«go [XS^ou^oa. 

19. is»^a^^ >go«^ <^63a "SoS* sags ttfygn aaao ‘woaj tsgaojagaao 

atjotsa’ »» Aoa. tpXTSga >eo€^ ‘e»oeij «eao(asao «s 

Aoa. eMj»_^ra>a g \^gdix> «oao(asao5* ^Seao «o« ^xjoeai 
3»t3^ cpA'^gi d*eii5 |X>oa*j&ba. 

20. S5»(a« £>»So tr>K6^ d»So gT'cr iixr*5*»>» 

ao«* ‘ase d»a spaawo’ »'3 ga vy^&ooe* 

gT^er xaaaaro^Sgaoaa >t3oa aoasajj:^ j^an^a'jSo wooaa* a»e 
&e ^go^o §*ao ‘>a a»aa»o’ »i5 (X!j«oaaaoa. 

21. acoj^ d’So <Jcr>^® aisaoS^aj we^. 

€r*a 3 ‘oSs® a»t>’ «a ds>sH 7 »a aactr^lSj^ ar*Jjoa. o»a^Sj<» gr»o» 
‘dspoaao’ ‘dipoaHj aa©* »'3 tST»5>«i!!^ ‘J)«* 0 e»ao’€r*a 

‘a®’, ofc® d»*j^a ‘o 53 o’ e'Sa •S'S^oa > 5 &«io"x:>ooa:S*aoo s*a® 
■a sa^a kps^ aa^o <Rr »^6 aaao€r*a: »ez soS* aage>^i^a> 

dS}g*cpa aaaj*ai£} ae&a^oa. 

^ 22 . a3cna« >t&oS* vQ"^ ae* aa^o a»e»}^ d»aoff* ‘«7»a»o5 ssco^a^ 
aafi’ «a Aoa. cpA'Sgj® d»soff* ‘c^awoo aeo&a^ aao’ «>a *oa. 
aa soUgsS^ »^ao g»ga*aa'Sj ■»« ■3ofi*d»so4r* ata.o. o»A‘8gso 
^a} &a}§^u&oa. 

^oasaa* sM)o 

‘aofea <^c»o’ aayao oaoaaaoS* agcox* acasjcpaj. cpAiSgi® Sba 
^^tjAa s^o aacpoj gipc» 3a^^^. aojA waja^AS^ (Xoago, ( 
aa ficbajer-cpai^ ) eaagj aasa^K* aa^ocr* gaesTI von 

»®a wcooa "aa &Qssi3€i*<s^63gao ai§:$)®o7P 

3eo^oa. 'aa d&a><p<T>cci^ ^.g. 1453 aag> i&aoa Ueo^a^a. 

«« aoa«^or»aj^ t-g 3 *{^tp ^x!>oaaa5J. 
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jXoijSge. escoiS i>SS ass 3P»a7T»2.^ 

[8J»5'^^S^?o tT‘Q& wd^S^o g©Aoa. ®3j^SSJ»'Cr>dSi^ (1.^. 1503 SSOSj 
sboiPdSb. ®iS53S3eP-cr»Cj^o& Se> (S5»d5o ^CP^g^JSso^ (esota 

ass Jjs* sossa^eso) assscssssso esdft s§)ofcojoa «si;&§*otj easo (l.«. 
1493 i^oifoS* ssS^o-D o^otJ’iiS 6S;SdS3S5o ^l.?^. 1500 [^©ao©^ esSA 
^oUBoeSS &*>oiSSi-ib^. -aa a&SSjePJ^fio^eo ssa^oO :§)0tJ»aS5:>§'^ (l.«. 

1493 sptSS ®aa ao^a is» ae50SS3epj»cb^e» &ssr»«53 bo& epeson* 

s§)otj»a). aiai&) (l.«. 1473 (>oa»;3 :j>ou«isa 'SSiS as^ejdoa. 

ass aiS3SSiej»a’Cb£o& €pan» 2 ^ss ®aj^ssj'^r»&^«» (usss^^ss^S?© ass 

©dsjssjep-cpjsb^^ jspSsss aofea (wej'^a^ solcss 30 - xvi sosjjtS) ssoss 
©saeiPSoTP^ iieo^oa assos ®adSj soAa o»arpa 

S’ss^i^aspaj^ Kj^oa wcss^ss s>oSjj.^ao©^ ea©aa ssol^ss a^ss> 

3e»K:©^ §r»e^ TT’CSo 'SdSSStJ’aS SSis'^ ©CP SS»1 ■3©ii} »©ssa^0«o SS<3S5 

ib^sp Aot©5©assi§*ssao sp^cssjotp^ ^oo3©a. a&?ti so&ss q|^cj©©^a 
^ ssa a(p©dSs SSO»^e» es-SS^SSr»-CP5^ Scy^ePA 6©eio© ■S^ ePSSSSSo 
5*s3»ao i3:5> >^o5fo. s»n» assjsb sofea e^c»© (l.sf. 1525 ^>oao©^ 
aaoSts&oaa ^p^aoass-csjj. «a^s5j'-cj»J3o^o ssol^aeo (I.?. 1535sp^© o^ep 
esssoos5s»© g»atr»©ri» aol^ss qg^cpaj^ 5os»o Sba 

«s>^ sr»^ a©tts»aj^ cr»A©Sao Ijjtt 3^oasS ^l.?^. 1537 Sotj SS»o© 
adft sg)o4jooaa ®ss5§*s5ajj. 

(Xo<S ^SS'&>d3ir»o«'os 

1. ^a ©sgj«y>^^g aa^osss Kj»a^a (Aoa©. s©l^a qg^oo, ssa-c^oa© 
«)©a &a5 isioase sia^a spssj©t3sr»«a3. sa »©(Sa»c3Sjo S»a ssco«)|0‘:S3 
dSir“o5f©. 

2. d*© ssa^o ‘Sosts^jc^^aja ?o^6j aol^a© sassg)© le^sso. 

3. "SoS® sa£© Htxitiao SSiS^o cs»s« (EPgd'S esSj^SlPCPdSj^o SSol 

^a© sassAP-e* sa^© ©a^^ssp’^pib^sso ssasao* !ba®a33»d^A» 

agj^oa. aci°j^e»?r® aa^© wa^^gasso 3g^©a. aa'^s® 

aa^o «>a^«sj'-cpsb^e!o. aoa^^a©©® aol^a qg^o© i^cjbip’a^. 3^oa. 
aass^cb, aairi&i acp^e» («oasa aoi^ isa a&aoer>j>»go£eo aos^^ja 
a©!^ qg^cj»a^ jp^^p’^aoaso, aa aojssoep-cpdb^ sssjsb©® aol^a 
«^£r>© 3a^d5»aS s^sssS^aa© a^cos. 

4. aaaajS® ssa^© tjsaaba spo^'^*^©©® aa©, aoAa ospj^ge©©® (a©©ao, 
aoAa ao(ag, aoAa sspcosbci, aoAa ajd?>gao e© jAocp®^ *^2.®* 
aa^aso^aj^ a^^sooa. aoS'ao^a, ajea, qsa (SsigtS® so®^^ ^gsbor? 
©Kaa^^, wa^aadb©, a©0c5»<3i) sse^ss© spa «jss«^ga aa^w&oa. 
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l5eSb)§®2Scr>^^ 

?tr® 0 ^ IPftlSJ) ^^o 6 - 'doS^ Se^^o J5 o0c1pc3S:> ^dtTiSo^ ^dj^3 

6-^^ ^S3g6^oe5^ 3§^o5. 

5 . S 3 ^ 5 :i, dSJ^^SSCP^^ [§SS) 0 /T» S5C5 ^^*C5i3o, 

SSotJo (p^ 5 o J 5 >oK^o^ iT»03 £pn®o 6-C5;5 €p;5oo, S^^DOO®ex) 

l^ohi^oS^ SP«$ C>®^^^043 ^;500 ^iT^^CDD. 

6 . J) 5 ^ 2325^0^ e5GP^§ c3o£ioOo-u3^ ^c55:>2S:>o, 

^iSp^ 0 ex>?b, ePfeo, TTii 

^Oao5. 

7. SSiSo SSir®£k) (§0^5 0“&c35ir®o^oJ^ [^iPoSSw&od, (a)2^^S555o, (b) 

^eio^SSeSo, (c) ^6 SSeS^o^ 6 oa. 

8. 2^^S3C3o cy>^D, 232&:>, SSS^SSo, e?g26o5o^CPo§^ SSr)*^ ;i)0<i S5oo"a 

SCP^oSSC^ ?^o 3o3^e:<ioG>, 

9 . SScd'S)^ 2 CPcr)fr® 256^0 23oo& S5:xr®^ S3d5^o 255^ ^sooCS 

25CP^ ^o5. cS5:^ [^23e3i, ?i3C5:>e)S35^ ^c55:)2Soo, 

$cy®co;to QP^o, 23oS 23C3^«o, C5e3bCg«SbS, 

^SbS, £)S l 4 P«i>S, 2 SCPa) ^§ 5 *^^ S525o, 23C525 lP®S, 

23^0, ^ 0 :> 2 g)CO, 23^^0*3^03, S)oo3, 

fT*©^^, oP5»^o:), C5 o'62Sj^25o S3c3^03 26^n|^oSS& 3&2.- ^^^30 ^CPoon® 
SCPOJ^ 3 c5n£ 3<S'S. e6CSo(£52SC5o 2!)^6 ot^£3&o6- 

oj Qu. CP N. 

10. (3S7^5 J3«co?b cSST'g atSi Scycco •Cir»OScs»S)S €r»Woei§ 'lo'cxaoSead'S. 

<x^ V V9 

11 . (^'aj'^&eo, es'^ ipajpaso c 3 Sj'^«& sssoa 

csip£ S’aj^aise&i ko sjsodostod^^. 

12 . vH"^ £-gt5* «CP^«^S Solos aO^aoSejSoa. 

13. esO^ ‘SoS^ Sopa «sO^ w& SOOi 6 ©^ So>^^ SJ'S^o, 4Sii)^, OoO 

SpSd SOo, sap, Sl^ 0«eo aSOoSud'^. 

14. ei>52>S3S* B;S5?bS^ ;3 oOSDQ®23o 26^^o23d&o6. ^^2. 

S5C5^oS^ S’2S:>^<5^ 2 S 6 ^o 4 r® eD ^4:P 

0S®QoS3?^oS® 32r^£3&o5. S)5I3 ^-^$23 -^26(io23£3dod. 

15. *23^ L»S4J® 236^0^ 0 p$ SScpo23d «S)2S23®do^2-o ^oe>o 

^eSSo^. 
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1. |^o$o I^ol^^o 

o^^^iknodi. 


07P 


2. 2cr>tog XioftcTSS leSea SoloSeu :Sir»o5 o^PCPot^S XiSoS C5»»§ ^ 

r» ^ -_-o _j!* CO 

^^So^5o [^JSjjsp^o O0'ot36* 3Sj^£D^)'^di>. 

3. ee&eis ‘:sc3“’sj^ 

iJ0s»e)o6^ 2>ofta e{y»j^ga°a :g>oh&^^ l^ocs"^ 3S^«do^ «i>co3;r», 

‘■^2^0* es'^a isoCSiS^ esoiSO^SoiS'S escos^r® [Ko^So e# JSoT'&otJSi 
SC So^^c33ao?T» SjIsOo-a 3^Sj^a. Sol^So ePotS SCSSs 

CaifoCs 3S5^S ‘SCS&^o’ es"^ ^S&€y»^(a^g 

0CSn*l5 COjoCSCjj. «ae«fc&i sjx^S 3o?^&o^eo s®5, esSc)iJ05®oJ5) SoftiJ 
Cap^gCPCjco S6gCCT”eoS®S SoAeS 0SoCo^ S^S3®eo6^ 

^;!j|). S®&}^ ^oiS0^o5®(S»J®O®oSj aMSooC® SCo, ^StioCo, 

'&1 o £^2a5>S'i ScT'^dCbScPo'S i3lgJ5E»s®o®Sj_ woftgOoCtoo (Scar® 

oSSCon® 6otOi5o£SS) <Je5oCSS0S3^. 

4. -e^ ^«oCo 0®« SouoCSjS Sj-'C^'S ^cp©^ S^d^S^a. sa3«5* ««J® 

go€r® s^p>cp sr“a {j®««o jpcso 6oao»s^ sia sj®a&s^asciS*sc3^. 

5. catfcao ‘sco’ «'Sa»s^ n'oca^scoTP ‘s^jaep^pc^go’ esS sa^coo^ 

■r>6 i^tsu <!Se«&rf esSiSaoO ‘saS&cS"’aj ej®<'5P>3S',sn>- ses 
SCb^S3^n®a S<:4^S ^Sjo?v> ScpSj^ I^SpoO SCo wlSa 

Sofcs«D esOS^SiS (X’oPoCSCjj. •»< (ttoCga ‘SOo’ eslS 

st'osj las, Solas ©iS wood's jpcpCi. 

6. JU ^«o(SSo€^ ‘gj6’ (20 sa^o), ‘Sii^a’ (44 aa^o) &t sa®e» s®a 

o4 ASj^oCjSo &a§ cpa^tfg (^p»S^o ^oa. ■»« 0 oqpS2 S&s»oo©^ 
sajS SoAa ST®5 ^^Cc 5S30 («oCo^ ‘S»|a’ «s'5 SJ’O SPaesa^Ci. 
jp^c5aos»a soija ‘^^oo'S ojjp'Sj.'S*’ «9a ssj®(a^ ssjjEs&oa. (‘sco 
a‘a«ST»^n« >^acy>s St!^txii»'- So. sr®. 5-73) 


(Sgao fiCT»€j Soaow^ 3S^SP, ‘^exsCo’ esaa «9So 


7. («oao©r^ ‘SoSSis’ ‘SoS’ es^ Hot^ SJ®Oo7® JPCejS ASP^^cos. 

8. ‘5«psao’ «^a (KoCoS^ isa^^udoa. >cpac5o7P 
sr*o soAo ^ssoSo^ DsSoaaj. 

9. 0oasa <pSj ‘^^dSjseaV 3SjS SPti'l ^C^S’o, '^oePSgo, [^So, 

«oiJeo, w^r««o es‘;3ti& 35 p^&.. -s^ s^^oSo s®e»>cpo aasfe 
tjoqpeon® w Sj^co 3r»to^ «P7T»3S ‘aaoSwo’lS S7®a^di>^a 

Sj^gjO. ■»< ^«oao^ ‘aeno’ esiS sjpo ipa^sa^aj ©"Sa (>softgo7v> 
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e»o9o. 


10. ^Ko^i5o Oa^oA® ‘oSao^o’ S^Sa^Sj^ ‘tS^oiM^i^Q. (‘^2®’ 

tih&&> &«?• 0e3oi5o^ wo^SCP^JSo d*o£3otjboa). 

11. «*e2 SSiJ'S* ad5^o€r*a ‘Oj^SStfoea’ eo'^S SSO'aaa «e'aL''a7» SJ05® 

&0&. 

12. -»* (Kc>«o^ ‘«pao’ «>0o€^lS ‘«5»Sga®Ao’ SiSooiSo spaead 

^oa S^ea£^^o&. 

O 

13. ViSaJfe’ seso 5esa«5* 9o»cga^ jpaso iSao& S^oAS^efc^S^t^ 
g^SeaJiatJboa. S)oA«S SiJ’^^eScSSao j5a»^A» ‘a^C7»o’5a 3Sy^ w 'Sotj'^ 
litis S£3®^oSae» §*oi5Co ‘c5®<Sa2&’ «jot3®Cb esS i3§^JS^a: 

‘eoog SjjO S>Sa7®3«^ fliSSad^cSSad 

0®<aa6«^^cJSa^ii’ (»o. ^T®. 5-2) 

SS6e>, a®^<r»^iSo S2o^» 

-»« ^ocr>Sj^ SliaoCStao^ ses^o, a®s 0®(iS^e^o, eslSs 

J3bA» qdSa^ead^- 3ioA2>p5^ SC5»^Sl^dSao, «>4oa dCP^iS SSSOo 53®^sr»^So 
S'AcPoa 5y®t5^ea&2- jAoq5®S^ •;Sr»a^'6 fe»o($dO d®SSje 

§*So S^JSaS" jSJ®?aS 3^Aa ^AofiSo SJSC ts&eaoOoA® 3}dSa^ta(io&. 

MO^0, «o($dO S®Sr»SS^ d®eSaoSa 1)2^30^* S:i.dir»S^ e9oeS^<5S3tj'& 

SSSOC5®d3aeo §r®Oje3&2‘ o}oiSa€r® iJA^ Soa SJi.c33J®o5^ 

SecScSSao ^S2 p 0§ SP'O® sa'cSSaScroo'^ 6‘S§^o5® |>i?aa2 Sa,c51r»eo 5x®a® 
■3SaS»eSaoC» 3S^tao oOAoa. SotxaO'S^S i^O'J^oSa SS0<>5 

(Sc5SaiS^o 3dSa^^CSa. ^Aoi^o 6SST®Ag0o eaSJao^SiotoaodSS 

SaipSa, 9.8.89 


XXVlll 



LIST OF ABBREVIATIONS 


A.B. 


Arjuna Bharatamu(Skt) 

A.C. 

- 

Annamacarya Caritra (Tel) 

A.K. 

- 

Appa Kavlyamu (Tel) 

A.S.C. 

- 

.^dhra Sabda Cintamani (Skt) 

A.Y.G.U.C 

- 

Andhra Yaksagana Vangmaya Caritramu (Tel) 

B.D. 

*• 

Brhad D5§i(Skt) 

C.D. 

- 

ChandO Darpanamu (Tel) 

C.P. 


Caturdandi Prakasika(Skt) 

Ch.Am. 

- 

ChandSmbudhi (Kannada) 

Dm. 

- 

DatliJam(Skt) 

G.G. 

- 

Gita GOvindamu (Skt) 

K.A.C. 

- 

Kavyalaipkara Cudamani (Tel) 

K.J.A. 

- 

Kavijanakayamu (Tel) 

K.S. 

- 

Kumara Sambhavamu(Tel) 

L.D. 

- 

Laksana pTpika(Tel) 

L.S. 

- 

Lak-sana SirSmani (Tel) 

L.S.S. 

- 

Laksana Sara Sangrahamu (Tel) 

N.R. 

- 

Nrtta Ratnavali (Skt) 

N.S. 

- 

Natya Sastra(Skt) 

P.C. 

- 

Panditaradhya Caritramu(Tel) 

S.A.V.R 

- 

Sarasandhra Vrttaratnakaramu (Tel) 

S.Ca. 

- 

Sangita Candrika (Skt) 

S.C. 

- 

Sanglta CQdamani(Skt) 

S.Dw.Tr. 

- 

Simhasana Dwatrimsika (Tel) 

S.L. 

- 

Saklrtana Laksanamu(Tel) 

S.M. 


Sanglta Makarandam 

S.R. 

- 

Sanglta Ratnakaramu(Skt) 

S.S. 

- 

Sanglta Sudhakara (Skt) 

S.S.S. 

- 

Sanglta SamayaSara (Skt) 

V.R. 

- 

Vrtta Ratnakara (Skt) 

Y.K. 

- 

Yapparungala-k.-karikai(Tamil) 
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INIlODUCnON 


SOUND 


Vibrations, in a medium like air, cause the generation of sound. If a tuning 
fork is beat with a stick it starts vibrating creating wave-like formations in air and 
sound is heard. Sound needs a medium to originate and travel. 

ECHO AND REVERBERATION 

A sound impression is said to last for 1/10 of a second. If a surface has 
to reflect the sound waves and cause an echo, it has to be at a minimum distance 
of 11 Oft. from the point of origiitofthe sound and also be equal in measurement 
to the wave-length of the sound. Reverberation occurs in big halls and mansions. 
Sound gets augmented by reflection on the surface of the walls etc. as it also gets 
diminished by absorbents and loss through windows etc. It acquires a balanced 
state after its profit and loss work themselves out. After the original sound stops, 
some energy will stiH lie towards the walls of the hall and the ear of the listener. 
Because of this, the pulse of the vibration emits sound. This results in reverberation 
which is only a long echo. 


MEDIA 

Sound needs a medium to travel. It cannot be heard in vacuum. If we 
make a sound in a bottle wherein vacuum is created, the sound cannot be heard. 
Sound travels through gases, liquids and even solids as in air and earth. The velocity 
of sound changes according to the climatic conditions. It travels faster in damp 
air. 

SOUND: RANGE OF HUMAN EAR. 

The range of human ear is said to be between 30 to 38,000 vibrations 
per second. Sounds within the range of 30 to 4,000 vibrations per second are 
considered fit for musical notes. 

MUSICAL SOUNDS 

Musical sounds are different from the ordinary sounds which are harsh. 
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While musical sounds are said to be within the frequency range of 30 to 4,000 
the upper limit gets much lowered in the case of vocal singing (gStra). 

Musical sounds differ from one another in (1) pitch'(2)intensity and 
(3) timber. The pitch is what we call sruti and it differs according to the frequency 
of vibrations per second of the sounding body. Intensity depends on the amplitude 
of vibrations. Mild or strong plucking of a string on vlna causes difference in the 
amplitude of vibration and the note also differs accordingly. Timber is the 
distinguishing characteristic of a musical sound such as a vfna sound, violin sound 
and flute sound. It is dependent on the mode of vibration and the importance of 
the overtones are upper partial tones generated. 


RESONANCE (NADA) 

When a tuning-fork is sounded and pressed a^inst a wooden table the 
latter’s particles are forced to vibrate with the frequency of the fork. These forced 
or induced vibrations create their own waves in the air. These waves strengthen 
the vibrations of the tuning fork and because of this the sound is heard louder 
upto some distance. When the frequency of the free vibrations and the frequency 
of the impressed periodic force are equal the induced frequency is called ‘resonant 
vibration’. This is resonance or nSda in music. Again sympathetic vibrations also 
create resonant vibrations or resonance. Violin has a resonance box. 

‘INTERVALS’ and ‘BEATS’ 

Musical notes have certain frequencies. But whfle the pitch of a note is 
determined with a certain frequency in western music, it is the ratios of the 
frequencies that are important in Indian music. The differences between the pitches 
or ‘Srutis’ are called ‘intervals’ or ‘antaras’. When two musical notes of different 
frequencies are sounded simultaneously, the resulting wave lengths of the vibration 
being different, strengthen or oppose each other at certain points of time, when 
they hinder each other the ‘beats’ are heard. When the first and the second reeds 
of a harmonium are pressed simultaneously the beat is clear. When the process 
is continued into the third, the fourth and the fifth, the speed of the beats appears 
to increase. When the fifth reed is included the speed of the beats appears to 
become sonorous to the ear. Speedy and orderly beats seem to give rise to a new 
note. The sonorousness of these beats appears only after the frequency of 33. 



WESTERN MUSIC : INDIAN MUSIC 


The Western music belongs to the harmonica! system; it may be called 
‘svarasampradSya paddhati’; obviously it is the harmony of the musical notes that 
is important in this system. The musical notes are of two groups concords and 
discords. The first, the third and the fifth chords played together makes for 
concord. If the seventh chord is also added on to the concord (1-3-5-7) then it 
makes for discord. The concords are called common chords. If the third note of 
concords is of higher pitch it is called common chord of C major; if the third 
note is of lower pitch (kdmala ) it is called common chord of C minor. Similarly 
if the seventh note of the Discord is of lower pitch (kbmala) it is called the ‘chord 
of the dominant seventh’. Harmonical Major scale, Harmonical Minor scale and 
Melodical Minor scale are the three scales used in this system. These are said to 
be similar to DhiTa SankarShharana, Kiravani and GaurTmandhari mHakartas of 
kamatic music. 

Indian music has ‘r3ga sampradSya Paddhati’. One of the definitions of 
‘San^ta’ says rSga, svara and tala constitute sangita (ragassvarasca talascatribhissa- 
n^amucyate’). While the svaras and fSla' are there it is the iSga that is more 
important in this system. Singing of certain svaras of ascending and descending 
order with gamaka is called raga. A certain pleasant quivering of the svaras is called 
gamaka and these are the raison d’etre of this system. 

Indian Music is said to have originated from the Vedas, beginning with 
the Udatta, anudatta and svarita of ]^- vSda. By the time of Sama Veda, seven 
musical notes krsta, prathama, dvitlya, tftlya, caturthipiandra and atisvarya were 
recognised in the descending order. These correspond to the present day 
ma-ga-ri-sa-ni-da-pa. Discovery of the origination of svaras in the ascending order 
and its rakti led to the recasting of the svaras as sa-ri-ga-ma-pa-da-ni. These are 
called sadja grama (the group of notes beginning with gadja svara *sa’). The svaras 
ma-ga-ri-sa-ni-da-pa in the descending order (of Sama Veda) are called Madhyama 
grama (the group of svaras beginning with madhyama svara or ‘ma’). 

Twenty two grutis (pitches) are recognised in Indian Music and the 
distribution of the sapta svaras on the srutis and their antaras and frequencies in 
the three octaves are as follows: 
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srutis 

svaras 

antaras 

tSrasthSyi 

madhyasthayi 

mandrasthayi 


4 7 9 13 17 

sa ri ga ma pa 

4 3 2 4 4 

480 512 600 640 720 

240 256 300 320 360 

120 128 150 160 180 


20 22 
da ni 
3 2 

768 900 (higher) 

384 450 (Middle) 
192 225 (Lower) 


Vocal singing can operate between the frequencies of 160 in mandra sthayi 
or lower octave and 720 of tara sthayi or higher octave. Anumandra and atitara 
sthayis are possible only, on musical instruments. Violin can be used between the 
frequencies 120 (mandra sadja) and 1800 (atitara sadja)in four octaves fully. Vina 
can be used between the frequencies 90 (anumandra pancama) and 1800 (atitara 
sadja). Flute can be used between 120 (mandra sadja) and 720 (tara pancama) 

SRUTI 


Attunement of instruments to vocal singing is called ‘sruti’. There are two 
kinds of srutis namely pancama kuti and madhyama sruti. The first is suitable 
generally for men and those with proudha ‘sarlra. The second is suitable generally 
for women and those with lean voice. 


In a tainbura there are four strings, the brass string nearest to the user 
and three other steel strings. The brass string tuned to mandra sadja(120), the 
next two steel strings to madhya sadja(240,240) and the farthest steel string to 
mandra pancama (180)- the combined effect of this tuning is called pancama’sruti. 
It can be represented as sa-sa- sa-pa. If the fourth steel string is tuned to mandra 
madhyama(160) keeping the previous three strings as described before, then we 
have madhyama ‘sruti which can be represented as sa-sa-sa-ma 

In a harmonium taking one reed in lower octave as .sadja and taking its 
ascending pancama as well as its madhyasthSi sadja gives the pancama sruti. In 
effect, playing on the lst-8th-13th reeds makes for this ‘sruti’. The madhyama 
smti on harmonium is obtained by playing on the reeds 1-6-13 simultaneously. 

HARMONICS AND VOWELS 

When a string is plucked, it vibrates in segments of 1,2,3,4,5,6, etc. The 
wavy part of the segment in vibration is called an antinode. The points where the 
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vibration is found at rest are called nodes. When a string is plucked the sound 
that is heard loud is called the fundamental (Sdhara sadjam). The vibrations that 
foUow give out certain nice notes called upper partial tones or overtones. Since 
the pitch is dependent on the length of the vibrating segment, the upper partial 
tones are in 1:2:3:4:5:6 etc., ratios. If the frequency of the fundamental is lOO.the 
frequencies of the overtones are 200,300,400,500,600,etc. This is in harmonic 
series of 100, 100 x 2, 100 x 3, 100 x 4, 100 x 5, 100 x 6. etc,. So, musical 
notes are complex sounds with harmonics. The richest in harmonics are said to 
be the sounds of human voice and of strings. 

AitarSySranyaka calls the larynx in the throat of human beings, a ‘daivi 
vTna’. The vocal chords of men are said to be some 18 mm. long and those of 
women some 12 mm. long. The wave length of men’s voice is said to be any where 
between 8’-12’and that of women’s voice, any where between 2’-4’ However the 
notable fact is that the larynx of humans gives out sounds with harmonic overtones 
which is specially suitable for vocal music. 

When a person hums a tune la,la,la or na, na, na,it is not the consonantal 
sound that is important but the vowel sound. It was Helmholtz who stated that 
the vowels in a language of humans are complex sounds with multiple harmonic 
notes. It is the vibration of the vocal chords that makes the vowel sounds possible. 
The mouth acts as a resonant chamber. So it is the vowel sounds that are more 
important for music. Just as the musical notes are called ‘svara-s’ in Indian music 
the vowels are also called ‘svaras’ in Sanskrt, Telugu and Kannada. They are also 
called pfanas. No doubt vowels'-are the prSnas in music also. 

A LANGUAGE FOR MUSIC -TCLUGU 

If music needs the vowels for a mere crooning of a tune, a song needs 
a text to sing and give a meaningful content to it. While the music with its notes 
is called ‘dhstu’ the meaningful text of a song is called matu (libretto). It is the 
matu which converts the emotional content of the mood into an intelligible and 
meaningful affect. For this purpose a language is necessary for music. In South 
India it is Telugu that continues to perform this function. Telugu poets Srlnatha 
and Kri.snadevaraya have called it the best among the indegenous languages 
(desabhasalandu telugu lessa). Among the Sanskrt poets Bhartrmen|ha has praised 
the euphonic swetness of Telugu by describing the words of speech raining 
sweetness as ornaments to the Telugu young women: ‘vacOmadhurya varsinyo- 
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....mandanSnySndhraySsitSm’. Rljas^khara speaks of the sweet evocative nature 
of Telugu when he talks of uninterrupted rasOllSsita caused by abhinaya bom out 
of speech, sattvaguna and graceful movements of limbs; 

‘vSksattvanga samudbhavai-r-abhinayair nityam ras6ll5sitah’. 

Appaya EHksita vocally exults in praising the good fortune of one being 
bom an Andhra, with AndhrabbSsa as one’s own mother tongue, assiduously 
learning the prSbMkaramatam (the prabhalcara school,also called gurumata) in 
pQrvamlimSmsa, birth in a family foDowing yajurveda as being the fruit of great 
penance: 


‘andhratvam Sndlffabhasa ca, prSbhakara pari^ramah! 
tatrapi yajusT sakha, nalpasya tapasah phalam’ 

Hamsa SandSSa kavya has a commendatory reference to Telugu. 
Europeans have called it the It^an of the East. 

Dr. Carey in his Telinga Grammar (1812-AD) says: “Among these five 
languages (Telinga, Kamatic, Tamil, Malayalam and Singalese) the Telinga appears 
to be the most polished and though confessedly a difficult language it must be 
numbered with those which are the most worthy of cultivation, its variety of 
inflection being such as to give it a capacity of expressing ideas with a high degree 
of felicity, justness and elegance”. 

Dr. Cambell in the dedication of his Teloogoo Grammar (1816) says 
that his elementary work elucidates the principles of one of the most ancient and 
elegant languages of India and helps the civil and military servants on the coast 
in getting a more extended knowledge of the language of Telingana and an 
improved acquaintance with the character and customs of the fine race of men 
who inhabit that country. On Page XHI of Introduction he wrote: “The works stUl 
extant, however, are sufficiently numerous and various to evince the great degree 
of refinement to which the Teloogoo has attained. Few languages will be found 
more copious, more nervous or more regular in constructions and it may boast, 
in a peculiar manner, of great elegance of expression and melody of sound” (italics 
mine) Dr. Caldwell, in his monumental work“Comparative Grammar of Dravidian 
Languages”(page 25) says: “Telugu: In respect of antiquity of culture and 
glossorial copiousness Telugu is generally considered as ranking next to Tamil in 
the list of Dravidian idioms whilst in point of euphonic sweetness it justly claims 
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to occupy the first place....” Sinmilarly on Page 27 he praised the exceedin^y 
mellifluous character of the Telugu Language In modem times the 

Tamil poet Bharatiyar has called it ‘sundara telungu’. Prof IBS. Haldane’s love 
of Telugu is well known. The reason for its sweetness and its special suitability 
to music is that it is a vowel-ending languaage. It means that most of the words 
in Telugu end with a vowel and consonantal endings are practically nil. The 
preponderence of end-vowels pertains to u, a and i. while the vowel ending nature 
of Telugu is the primary cause of its suitability for music there are other equally 
good reasons for the same. Telugu has yati and prasam in its prosody which 
contributes to assonance of sounds, pleasurable to the ear. Yati is, as is well known, 
the occurance of an assonant sound at the prescribed spot. The assonance pertains 
both to the vowel and consonant of the letter. PrSsam is the repetition of the 
consonantal sound as the second letter of each line. The ‘sabdaiamkSras like ch£ka, 
mukta pada grasta, vrttyanuprSsa lend a helping hand to the language to make it 
more musical. The chSkanuprSsa works like svarSlamkara called ‘urmi’ in miusic 
(sa,ma,sa,ma,ri,pa,ri,pa) Muktapadagrasta works like ‘SksSpamu’ (sa ri ga, ri ga 
ma, ga ma pa). VrttyanuprSsa works like skhalitamu (sagari, mamarigasa, rimaga, 
papamagari, etc) Ikaksaravrtti works like gandh5ravrtti. In Telugu grammar vowel 
harmony or vocalic assimilation is at its best and makes for easiness in utterance 
and fitness for music. Similar is the effect of consonantal assimilation: agni-aggi; 
bhakti-batti. ^vasa ^anjanas become easy and change to nSda sounds contributing 
to easy pronunciation. Similarly nSdas become (tiga-tiva, pagalu-pavalu, mSmidi- 
mavidi) nSdataras and they in turn become nadatamas giving the language a certain 
tenderness. It’s euphony (adagu- anagu; pudaka- punaka) as also partial- varnasa- 
mTlcarana ( nin dii + vera: nivvera; nera+ manamu: nemmanamu) as well as 
‘gasadadava-5d5sa’ make for a special felicity of utterance. It is such features that 
have made Telugu specially suitable for music. 

CONTRIBUnON OF TELUGUS TO MUSIC AND DANCE 

Dance and music have played a great role in the Telugu country from 
the earliest times. In dance were two streams: nattuvam5las and nStya m6las. 
Nattuvamelas led to SradhanS nrtyas in temples through the devadSsi system and 
court dance through the rajanartaki system. NStyam£las led to the bhSgavata 
sarnpradSya of the bhagavatam£las with puranic stories. 

While music and dance flourished in royal courts during the times of 
SkavShana-s and Iksvakus-temples lent the support during the Calukyan and C6la 
periods. 
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CeDawa (848-892 A.D.) Camaktoiba (945-970 A.D.) PrOlama and 
AkJcasani (c. 1250 A.D.) LakumaDevi(1386-1402A.D.) Macald5vi (c.l437 A.D.) 
RanjakamKuppayi( 1509-1530 A.D.) and Muddu Kuppayi (c. 1531 A.D.) are some 
of the celebrated dancers of old mentioned in inscriptions. Eru nattuva, Narasimha 
mandalika, Nattuva SOmayya and Nattuva PrOla (1250 A.D) are some of the 
nattuvanars mentioned in an inscription. Bharatam Vlraraghavayya is yet another 
who flourished before 1560 A.D. 

Among writings on dance and music in Sanskrt the earliest to be 
mentioned is Nandike^vara’s Abhinayadarapana. Nandikfisvara is mentioned by 
Matanga. The work is assigned to the 3rd century A.D. and all the five manuscripts 
discovered were in Telugu script. This is one of the 16 schools of BharatanStya 
and is generally followed in Andhra. JSya SSnSpati (1213-1255) is the author of 
NrttaratnSvali and Gitaratnavali though the latter is not extant. Sarvajtfa Singabhupa- 
la (c. 1300 A.D.) is the celebrated commentator on Sangita RatnSkara of 
;§arngad6va, (1210-1247 A.D) in Sanskrt. SingabhupSla’s commentary goes by the 
name ‘Sudhakara’. KurnSragiri Reddy (1386-1402 A.D) is the author of Vasantara- 
jlyam (not extant) mentioned by KaiayaU6ma. Pedakomati Vema Reddy (1402 
-1420 A.D.) is the author of not only SShitya Cint5mani but also Sangta Cintamaiii. 
The two manuscript copies of San^a CintSmam are said to be available at 
Trivandram palace library. KallinStha’s commentary on San^ta RatnSkara is well 
known. He was an SsthSna vidvSn of ImmadiDevarSya (1440-1465 A.D.). BandSru 
Vitdiala is the author of a Telugu commentary (un published) on Sangita RatnSkara. 
He is credited to have been the recipient of a gift of 3,000 tolas of gold from 
Abdul Giyazuddin Sultan of Gujarat. BhandSru Laksm3nMy2lna, son of Vi^yhala, 
was in the court of Srikrsna D5varaya and is the author of Sangttai SuryOdayamu 
.It is also called ‘Laksmanabharatamu’. Cerukuri Lakmldhara (Ibc) is the author 
of ‘Bharata ‘SSstramu’^wherein both dance and music are dealt with. Also,he wrote 
a commentary called ‘Srutiranjani’ on Gita GOvindamu. RSmSmatya of KSndavidu 
who flourished during the time of Aliya RSmarSya is the author of Svaram6lakal5ni- 
dhi. It was he who gave for the first time m5la-janyar5ga classification. The present 
day vTha was his gift to the kamatic music. Another famous author in music during 
the period was SSmafiatha (of East Godavari district) who wrote the well known 
work ‘Raga VibOdha’. It supports SvaramSlakalanidhi. It introduced the constru¬ 
ction of m&lakartas with arShai^a svaras in South Indian Music. The seventy two 
mSlakartas suggest themselves on perusal of this book. The present day tradition 
of Vina playing is said to have been introduced by him. Raghunatha bhupala’s 
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‘Sangita Sudha is too well known to need a mention. Among the Telugu works 
DamarSju SOmayya’s (1560 A.D) ‘Bharatam’, POluri Govinda Kavi’s (17c) 
Riga-tSla- cintSm3ni and TSladasa prSna pradipika, Lingamagunta Matrbhutakavi 
(17c) ‘Abhinaya Darpanamu' L&pSksi VSi^atanSrayana Kavi’s (1900 A.D) N3tya 
Pradipanamu, Matukumalli Narasimhakavi’s(19c) SangltasSra Sangrahamu and 
Bharata SSstra Sarvasvamu, CillakOri DivSkara Kavi’s (after 17c). Bharatas3ra 
sangrahamu are the important works. GovindScSry, author of Sangraha CQdSmani 
is thought to be an Andhra. As Venkatamakhi’s m6lakarta-s are incomplete some 
of his melas have become janya ragas in Sangita S3ra Sangraha and Sangraha^ 
CudSmani. 

Among the composers AnnamSc3rya, Kancerla GOpanna caUed Bhadraca- 
la R3mad3sa, Ksetrayya, TySgrSja, Peddid3sa and S3rangap3ni are well known. 

In Telugu literature, many of the ancient poets were either adepts at or 
at least conversant with music. RSmSrajabhQsana, the author of Vasucaritra is a 
well known adept in music. His work incorporates some of his decisions regarding 
the controversies pertaining to r3gas HindOla, Vasanta, K5lShala, Nsm^SSranga, 
KSmboji etc. Dr. B.V. SSrada, has done her Doctoral work on the knowl^ge of 
music of the ancient Telugu classical poets with the title “PrSclna Andhra 
MahSkavula Sangita Pratipatti” in Telugu. The author is a trained musician and 
the work is printed. 
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SRI VMATISWARA 


Today Lord V6nkat6swara of Tirumala-Tirupati is known and worshipped 
not merely throughout the length and breadth of the Indian Subcontinent but beyond 
its borders also. The Lord has been and continues to be configurated by different 
people in different ways. Some contemplate him as Siva, others as !Sakti, yet others 
as Bhairava, certain others as Jina and some others as Skanda. (Annam3carya has 
sung about this in one of his AdhyStma Sankirtanas). It was Sri R3m£nuja who 
declared this Deity Visnu in the 11th Century. He is said to have kept Tirumalana- 
mbi who had taught him RamSyana, two disciples and 24 6kangi-s in charge of 
the temple. 

VySsarSya is said to have brought back Vaikhanasas to the temple after 
a long bre^. Tirumala-Tirupati is the centre for worship according to Vaikhanasa- 
gama. It is the example for other Visnu temples in Andhra, Karnataka and Tamil 
Nadu which follow Vaikh§nasagama. 

In the 14th century D5sik.a and his disciples, Manavalamahamuni and his 
disciples, visited and worshipped at Tirumala. Sathakopayati, the founder of 
AhObala Mutt and Annamacarya brought the temple into lime light during the 15th 
century. The 16th century brought the patronage of Sri KrisnadSvaraya to the 
temple and he visited and worshipped at Tirumala seven times between 1512 A.D 
and 1523 A.D. On his first visit he presented to the Lord a crown of navaratnas, 
25 silver plates and a gold vessel for drinking milk. Many ornaments were given 
to SiT D£vi and Bhu D5vi on the second visit. The third visit made him donate 
5 villages to the Lord. On his fourth visit kanakabhisSka was performed to the 
Lord with 25 thousand varahas and Tallapaka village was donated while CinnadSvi 
(the younger queen) donated a village and a necklace. The king himself presented 
a makaratOrana called navaratnaprabhavali. The fifth visit marked the gifting of 
25,000 varahas for gold plating the Anandanilaya Vimana, another 1000 varahas 
for pulikappu and 500 varahas for udayanaivgdya apart from gifting of a necklace 
and padakam. On his sixth visit some lands were donated. The 7th visit was marked 
by the j^ting of a pitambara embedded with navartnas as also two vinjamaras 
studded with navaratnas, a padakam and 10,000 varahas. Acyutaraya and Sadasi- 
varaya also worshipped the Lord with devotion. From the 16th century onwards 


xl 



the fame of the temple spread throughout India. This temple is said to enjoy the 
second largest annual income in the world. 


THE TAllAPAKA POETS 

T. .. u is a viUage in the Rajampet Taluk of Cuddapah district, Andhra 

radesh. olden days this area was called PottapinSdu. There was a sm3rta niyOgi 
brahmm famdy belonging to the Nandavarlka sect there. (They are called so 
because of the fact that they worship Caudesvari(Camundgsvari) of Nandavaram, 
a big village situated between Banganapalli and Panyam in Kumool district as their 
tutelary Deity). Nadavarikas are ^ vgdins and follow Aivalayanasutra. NarSyana, 
Vitthala, Narayarm, were the forefathers of Narayana Suri. He married one 
Lakkamba. To this couple was born Annamayya, who became a great devotee 
of SrT Vgnkatgsvara and great Sankirtanakara in Telugu. He had two wiv.es namely 
Tirumalamma and Akkalamba. He had a son by name Narasayya by Tirumalamma. 
He is considered to be identical with Sankusala Nrsimha Kavi, the author of 
i^vikarnarasayana. Akkalamba gave birth to Peda Tirumalacarya, Narasamma and 
Tirumalamma. This Peda Tirumalacarya had five sons namely Cina Tirumalacarya, 
Annaya, Peda Tiruvgngalanatha, Cina Tiruvgngalanatha and KOngti Tiruvgngalana- 
tha. Cina Tirumalacarya married one Peda Mangamma and had a son by name 

Tiruvgngalappa. A brief outline about each is given below along with the geneologi- 
cal table. 


ANNAMACARYA 

Annamacarya flourished between 1424 A.D- 1503 A.D. ( RrOdhi samva- 
tsara, Vaisakhamasa, visakha naksatra to Dundubhi samvatsara phaiguijamasa, 
bahula dvadasi) He has many simflarities with the Tamil saint, Namm'Slyar. Both 
were born in Vaisakhamasa, under Visakhanal^atra. WhUe NammSlvSt started 
composing his Divyaprabandha (Tiruvaymozhi) in his 16th year,Annamayya also 
had the darsan of the Lord in his 16th year and started composition of his 
sankatans. Both sang about Lord Venkatgswara and the deities of other Vaisnavite 
temples. The pious believe that Nammalvar was an amSa of Kaastubhamani. 
Similarly it is believed that Annamacarya was an amSa of Nandaka of Vi.snu.Just 
as Periaivar became the father-in-law of Sri Ranganatha, Annamacarya became 
the father-in-law to Vgnkatgsvara of Tirumala as it is he who .started the 
kaly&btsava for the Deity. Also it was Annamayya who started the Sukravara 
AbtnsSka for the Lord. 



He is said to have composed some 32,000 (thirty two thousand sa- 
nlcirtans) at the rate of not less Aan one a day. He is said to have established 
the saiiklrtanabhand3ra in the temple precincts. These sankirtans were got written 
on copper plates by his son Peda TirumalacSrya. As AnnamScarya was a disciple 
of Adivan &thakOpayati of Ahbbila, some copper plates are said to have gone 
there; some are thought to have gone to Tanjore. However, aU the sankirtans are 
not available now. Peda Tirumalacarya and his son Cina Tirumalacarya also have 
been composers of Sankirtans. Today some 14,523 sankirtans of Tallapakam poets 
are available. 

Apart from the sankirtans, Annamicarya is the author of Venkatacalama- 
hatmya in Sanskrt, a Ramayana in dvipada metre in Telugu and twelve otl^er 
‘sataicas. Among these Venkatacalamahatmya and V5nkat5swara Pataka are availa¬ 
ble^ The rest are not extant. He is said to have written Sankirtana Laksanam in 
Sankrt but it is not extant. 

He is known as padakavitapitamaha , sankutanacarya and Hariklrtanaca- 
rya. He is the founder of sankhtana literature, paving the way to Purandara Dasa 
in Kannada and Venkatamakhi in prakrt . Purandara Dasa, as an younger 
contemporary, met Annamacarya in his ripe old age at Tirupati. He even imitated 
Annamacarya’s compositions .His composition in Malaviraga ‘§aranu saranu sur5- 
ndra vandita, Saranu sripati sevita’ is on the same lines as Annamayya’s composi¬ 
tion in Malaviraga ‘Saranu Saranu sur5ndra sannuta, Saranu Srisati vallabha’. 

During his life time Annamacarya was patronised by Salva Narasingaraya, 
a dandanfltha stationed at Tangutur in Pottapinadu, who became the king of 
Vijayanagar later on for a brief period between 1487-1490 A.D. This Narasingara¬ 
ya wrote a work Ramabhyudaya in Sanskrt. Saluvabhyudaya, another work in 
Sanskp: deals with his life. Annamacarya was much honoured by Narasingaraya, 
yet refusing to sing about him, he fell out with him, was fettered by the king but 
he made them fall down by a song to V6nkat£swara. The King repented his 
foolishness and made amends. This Narasingaraya was a great devotee of 
Venkatfiswara and caused the construction of s5panas,mandapas and prakaras at 
a great cost, besides instituting many utsavas,naiv^yas and abharanas to the Lord. 
There are some 14 inscriptions to this effect. He was a disciple of Kandala 
Ramanuja Jiyyangar of Tirumala. PiDalamarri Pina Virana has dedicated his Jaimini 
Bharata to him. He praised him as ‘Sri Venkaladrinatha daya vardhita rajya’. 



Since the author of the source book in Sanskrt for the Telugu Sanklrtana 
Laksanamu on hand happens to be AnnamScarya and since the latter is praised 
as ‘padakavita pitSmaha’ by the author of the Telugu ‘SankMaria Laksanamu’ and 
since the Sankjitans of Annam3c3rya happen to be the most important lot by way 
of quantity and quality among those composed by the TallapSkam poets, it looks 
imperative that his contribution to the Kamatic music should be considered here 
at least in a brief manner: 


1. Though the Potakamiiru Bhagavatas and BCrsnamacSirya flourished in the 13th 
century and followed the BhSgavatasampradaya, no sanklrtans or kirtans dating 
back anterior to Annamacarya are available in Telugu. Krsnamacarya’s 
‘Simhagiri Narahari Vacanamulu are vacana-s only and not musical composi¬ 
tions fit for singing the way sanklrtans are sung. Therefore it may not he wrong 
to consider Annamayya the first creator of the musical compositions of 
Sanklrtan literature. From this view point, his title ‘pitamaha’ is justified. The 
word* pitamaha’ means Brahrha, the creator. Thus he is the founder-patriarch 
in Telugu for the musical literature of Sanklrtans. 

2. Relying on the Telugu Sankirtana Laksanamu one can say that Annamacarya 
has revived the compositions in praise of gods and their singing as given by 
Bharata under the term ‘pada -niryukta’. One has to understand* padam’ as 
a short form for pada-niryukta. The pada-kavita of Tallapaka poets is such. 
Cina Tirumalacarya has indicated *pada-chchandainbu’ as an alternative title 
to *Sanlartana-Laksanamu’ and this supports the above view. It is because of 
this also that Annamacarya has become the *pada-kavita-pittoaha’ in Telugu. 

3. Purandaradasa is called the pitamaha of kamatakasangita. It has been shown 
earlier that he has imitated a sanklrtana of Annamacarya. The significant point 
in the Sanklrtans of Annamacarya is that they are divided clearly into paUavi, 
(in some) anupallavi and vrttams. (It is my belief that the school of San^ta 
Ratnakara which dragged pallavi to the last three terms of the first two lines 
in Slaprabandha has become extinct and that it is the result of the school of 
Sangitasamayasara etc. that pallavi came to remain a separate entity). All the 
Annamacarya’s padams or coiiipositions have pallavi. One can take it that it 
was he who brought in this arrangement. Anupallavi may not be present in 
some. One can guess that he intended optionality to this. He composed stanzas 



of four lines called vitta-s in his padams. We may call them ‘vrtta-bandhas’ 
.They are called carana-s today. Treating, perhaps , the padam as ‘tridhatuka’ 
(consisting of udgraham, dhruvam and abhSgam in many of his padams), he 
has composed three caranas (yrttams) in many of his padams . There are some 
which have more than three, even ten caranas. 

4. Some musicological writers before Annamacarya had said that Pallavam was 
not regulated by any rules regarding gana-s and varna-s. This school is different 
from the school of Sanglta Ratnakara. Annamacarya took this pallavi, gave 
it a definite quantitative magnitude as ‘two lines equfd- in magnitude to two 
lines of the padam’ and established it. This brought pallavi an honourable 
position and a lot of prestige. 

5. Pallavi in the form of a couplp of lines equal in magnitude to two lines of 
padam gave a completeness to the pada composition and made it an integral 
whole. The idea in pallavi is the most important thing. This idea gets worked 
out or expanded in the following carana-s called vrttams/ vrtta-bandhams. 
Another idea different from that of the mam idea in pallavi is not taken up 
in the same composition. Thus pallavai has become the life-force of the 
sanklrtan, one may say. 

6. Annamacarya has not composed his own name into the last vrtta- 
bandham(carana) of his songs by way of ‘mudra’ . He contented himself by 
spelling out the name of his ista-daiva, VenkatCswara, wherever he liked. 

7. Language-wise,Annamacarya’s powers of composition are inimitabie. Telugu 
became highly plastic like wax in his hands. His compositions make one wonder 
whether other poets who wrote padya-granthas (books of verses) could ever 
go anywhere near him in this respect. Annamacarya made his sankirtans 
full-pledged literature of unimpeachable standards, though they are couched 
in spoken Telugu. Thus, Annamacarya gets the honour of reviving padaniryukta 
of Bharata as pada-saippradaya. He has the honour of making pada- 
composition complete and integrated by making^allavi, which was unregulated 
and outside the main lines earlier as per Sangtasamayasara etc., important. 
He also seems to have accepted the idea of Sangtaratnakara in considereing 
prabandha as a tri-dhatuka. This has brought about a compromise between 
the schools of tridhatuka and caturdhatuka prabahdhams. With its importance 
to pallavi , the two elements of dhatu and matu in musical compositions 
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attained a perfection and beauty. In consequence the padanas became lively. 
Many are his broad views transcending caste, community and gender prejudi¬ 
ces. We may call him an integrator of both the worlds of music and literature. 
One can remember these points as- contributions of AnnamScarya to the 
Karnatakasangita. 


NRSIMHA KAVI 

Annamacarya had a son by name Narasinga by his wife Tirumalamma. 
He is mentioned by Tallapaka Cina Tiruv6ngalanatha in his AstamahisI Kalyana 
and he included some pujas on his (Narasinga’s ) death anniversary day -(Magha 
suddha caturthi) in his inscription! 1546 A.D) donating Cendulur and Mallavaram 
of Kondavidu area to Lord V6nkat5svara. Narasinganna has been praised along 
with his brothers Cinnanna (Cina TiruvengalanSlha) and Peda Tirumalayya by the 
well known Telugu poet TenSli Ramakrsna. This Narasinganna is identified (though 
not conclusively) with SankusSla Nrsimhakavi the author of KavikarnarasSyana. 

A strange thing has to be noted here. Sfi Krsnadevaraya (1509-1530 A.D.) 
who made seven pilgrimages to Tirumala during his regnal years as a devotee, 
does not seem to have extended his patronage to the TSllapSka family. Surprisingly 
he donated TSjlapaka as an agrahSra to VpasarSya, his guru. When TMapSka was 
given away to VyasarSya, it is conjectured, Narasinganna seems to have moved 
away to a place called Sunk5sula (a village nedrer to Ahobilam and in Pulivendala 
taluk Cuddapah district). Prosodical works mention him as Sankusala Narasinga¬ 
nna. Kavikarnaras5yana mentions him as a disciple of Bhatta ParSsara, one who 
knew Adivan SathakSpayati of Ahdbila. The work favours Vaisnavism and is hostile 
to advaita;deprecates royal patronage. It was AcyutarSya who later on extended 
his good will to TSllapSka family. 

As suggested by Gauripeddi Rama Subba Sarma in his introduction to 
Tallapaka padasahityamu-samputam-I, Adhyatma sankirtanas of Annamacarya, 
the Sankirtan 129 (of the Vol-I) makes an oblique reference to the fact that 
Annamacarya had a son who mercilessly left him and went wandering away. The 
following are the relevant lines. 


xlv 



SRi RAGA 


“bayalu pandirivetti paraga jittamu galige 
dayamSli tiruga nStmaju dokadu galge 

(pallavi) 

(Adhyatma SankTrtanamulu-Vol-I page 88/89-(1980 edn) 

The crucial question is whether this Narasinganna and the author of 
Kavikarna RasSyanamu are one and the same person. SrT RSma Subba Sarma 
quotes from Df. G.Calapati‘s Doctoral thesis titled “Kavikarna rasSyana kSvySnu- 
sllanamu’’ to the effect that one SunkasSla Tirumala kavi in his work, ‘BhSgavata 
Vaibhavamu’ stated that he was the grandson of Narasimha and son of Raghunatha. 
But AstamahisT KalySna states that Narasinganna had, not one son but three sdns, 
namely NarSyana, Appaiarya and Annamarya. These are different from Raghuna¬ 
tha mentioned by Tirumalakavi. This suggests that Narasinganna, son of AnnamSca- 
rya and SankusSla Narasimhakavi of KavikarnarasSyana were different. The matter 
rests there as at present. 


PEDA TIRUMALACARYA 

Peda TirumalacSrya seems to have flourished roughly between 1473- 
1553 A.D.. His mother was Akkalamma, another wife of AnnamScarya. He had 
two sisters by name Tirumalamma and Narasamma. He was a great scholar and 
held the titles Vedamargapratisthapanacarya, SrTramanujasiddhanta sthapanacarya- 
V6dantacarya,J^vitarkika K6sari, Saranagatavajrapanjara. At the behest of his 
father he composed at the rate of one sankirtan a day on Lord Venkat£swara. 
Besides, he composed Vairagyavacanagltalu, Srqgara Dandakam, Cakravalamanja- 
ri, Sfugara Vrtta ^atakajudaharanakavyas, Nlti-slsa-satakamu, Sudansana-ragaife, 
repha-rakaramulii and Andhravgdanta (Bhagavad-glta) and Dvipada Harivam.4mu 
(not extant). 

He was such a great devotee that the Lord is said to have given him a 
boon that He would give darsan to three generations of people of his family and 
grant salvation for seven generations . He has donated to Lord Vgnkatesvara the 
villages KSvanur, mSmvakarai, Kuppam, Kilangunram, Mannasamudram, Rayala- 
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padu, Somayajulapalli, KottamuvaripaDi, Erraguntapalli, Pallipuram and Ganda 
Timmapuram. He donated to the Lord Pundi and Sangainkd^ donated to him by 
Acyutaraya . He even made arrangements for pujas to the Lord at his own expense 
on the birthday of Acyutaraya. He gave some lands to VitthalSsvara at Vijayanagar, 
during the regnal years of Acyutaraya. He caused many renovations, got the 
Saidclrtans written on copper plates, caused the Pratistha of LaksmTnSrayana SvSmi 
at Alvar Ttrthafn. Some copper plates have the name Annamaraju Timmayya, as 
the scribe of the Sankirtans. The Sanlurtanabhandara was fully established since 
1540 with two vaisnavite servants, singers of Sankirtans etc. 

C3NA TmiJMALACARYA 

Eldest son of Peda Tirumalacarya, Cina Tirumdacarya had his brahmSpa- 
d£sa from Annamacarya. He may be said to have flourished between 1493-1553. 
He was a great scholar and held the title ‘aspibhasa kavicakravarti’. He too 
composed many sankirtans. He composed the Sankirtana Laksanamu in Telugu 
as also a Dandakamu in eight languages (astabhSsadandakamu). 

He had donated half the income from the village Nfidiyan for performing 
the kalySnStsava of G6vindarajasw5my at Tirupati. He had also donated Veduma- 
ppSkkam for certain kainkaryas on the day of citra star in citri, mrgasIrSa in 
vai§akha etc. 

It was Cina Tirumalacarya who renovated the temple of Kalyana V£nkate- 
svara at Srinivasa Mangapuram*, caused the pratistha of a new vigraha. He has 
also caused the pratistha of a ,vigraha of Aimamacarya, (his grandfather) along 
with Bhasyakara, DSsika etc. He got the icons of Annamayya and Peda Tirumalaca¬ 
rya sculpted on either side of the first gopuram of the temple. As we enter inside, 
to the right is his own icon pointing to Tirumala with his right hand. After we cross 
the first dvarani, on the first pillar to the right is sculpted the icon of Annamacarya 
pointing to Venkatfisa with his left hand. On the third piBar in the same row is 
the icon of Peda Tirumalayya pointing to Venkat£sa of that temple, with his left 
hand. 

The DSvatarcana vigrahas of Tallapaka family as also the tavalams and 

bhajana cirutalu (pincers, beads strings etc.) are, even today, preserved at this 
temple at aiilmvSsa MangSpuram. __ 

l.T.T.D.lhscription.s-vol IV-No.l44. lascripation dated 22.3.1540. 


xlvii 




PEDA mUVENGAlANATHA 


He is described as ‘sStvika subhamurti’ and ‘sangita satkavitvadhika’. His 
cous in R5vanuri VSnkatarya says that the Lord used to dance as Peda Tiruvengala 
natha sang. But he seems to have left the mortal body before 1546 A.D. 

CINA TIRUVENGALANATHA. 


He is the author of AstamahisI Kalyana, ParamaySgivilasa, Usiparinaya and 
Annamacarya Caritra. An expert on Dvipada metre, he could compose one 
thousand dvipada couplets a day. He instituted dharmakaiipkaryas to the Lord on 
the birth anniversaries of Annamayya. and Peda Tirumalacarya as also on the 
death anniversaries of his paternal uncle Narasinga, elder brother Tiruvengalappa 
and his mother Tirumalamma by donating the two villages, Cendalur and MaUava- 
ram (in Kondavidu area) with an annual income of 620 varShas. This donation 
was made in 1546 A.D and an inscription was issued.The weaving community 
elected him as their preceptor by presenting him a sum of ten thousand varShas 
and requesting that he and his descendants should be their heriditary preceptors. 
A copper plate inscriptipon was issued to this effect. 

KONETl TTRUVENGALANATOA 

He seems to have led a luxurious life. He is said to have known kSyasiddhi 
and lambikSySga. He was the recipient of BoUpaUi and Olapalli, two agraharams 
near Addanki, from SadSsivarSya of Vijayanagar in 1544 and 1545. K0n£ti 
TiruvgngalanStha himself donated some land to the Deity, CennarSya of Puspagiri 
(Cuddapah district) in 1559 A.D. 


TIRUVENGALAPPA 

Son of Cina Tirumal2c3rya, he has translated AmarukSvya into Telugu, 
written a Telugu commentary called BalaprabSdhika on NSmalinganusSsana and 
a Sanskrt commentary called sudhSnidhi on Mammata’s KSvyaprakSsa. He has 
donated a part of Ambattur and Tuppil agrahSrams in 1554 A.D. for the 
kalySpStsava of Govindarajasvami of Tirupati. He has donated Nallattamgri and 
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Periccambakkam villages to ArulalappemmZQ of Cina Kanci in 1553 A.D. 

revanOr venkatarya. 

Son of TirumalSmba, daughter of AnnamScarya. He -wrote a kSvya, 
Sakuntalparinayamu and SrTp3dar6num5hatmyamu pertaining to Lord V€nkat£- 
svara. 


‘Peda Tirumalacarya’s sons seem to have flourished until around 1560 
A.D and not till 1565 A.D., the year of the battle of TallikSta. This family has 
served the Lord at Tirupati for hundred and fifty years in examplary devotion. 
TaUapaka is a by word for poesy in Telugu. Aimamayya is inimitable and 
unsurpassable in poetic composition in Telugu. 
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WORKS OF C3NA URUMALACARYA 

TaJlapSka Cina Tirumal5c3rya’s works are: (1) AstabhSsS Dandakamu (2) 
Sankirtana Laksanamu and (3) AdhyStma and Smgara Sanklrtanalu. 

. Of these, AstabhSsa Dandakamu- a composition in dandaka metre in 
praise of Lord Venkatesvara composed in eight languages namely (1) SSnskrt (2) 
Prakrt (3) SaurasSni (4) MSgadhi (5) Pai^Sci or ApabhramSa bhSsS (6) Praci (7) 
Avanti and (8) sarva deslbhasa, was got inscribed on copper plates by the author 
himslef on 7.11.1537 (Hevilambi samvatsara margaslirsa ‘suddha pancami Budha- 
varamu). It was first published by the Tirumala Tirupati DCvasthanam authorities 
in their publication titled “ The Minor works of Annamacarya and his sons” issued 
in vol.I, Tirupati Devasthanam Tallapakkam works, in 1935. This publication was 
supervised by Pandit. Vijayaraghavacarya.,This dandakamu seems to have brought 
the title “astabhasakavicaikxavarti” to Cina Tirumalacarya. 

Cma Tirumalacarya’s sankirtanamulu also have been inscribed on copper 
plates during the life time of the author. Sixty adhyatma sankirtanas and one 
hundred and nineteen srngara sankirtanas have been printed in 1962 in TallapSka 
works, volume XVI under the editorship of Arcakam Udayagiri SrTnivasacarya. 

Sankirtana Laksanamu is a small work of seventy one verses ( and twnetyfive 
sandhivacanams or prose linkages) dealing with hymnody. 

HISTORY AND SOURCES OF SANKIRTANA LAK$ANAMU 

From verse 15 of Sankirtana Laksanamu in Telugu it is known that 
TSllapaka Annamacarya had composed a work called SankMana Laksanamu in 
Sanskrt. Verse 17 reiterates this fact and adds that it was commented upon by 
Tajjapaka Peda Tirumalacarya, presumably in Sanskrt. Verse 16 states that Cina 
Tirumalacarya had permission from his father Peda Tirumalacarya to compose the 
work in Telugu. Verse 17 states that Cina Tirumalacarya embarked on composing 
the work in Telugu verses following the SankWana Laksana in Sanskrt (tad 
vakyanusarambugan). 

It is learnt that Annamacarya’s Sankirtanas have been very popular even 
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by 17.5.1535. Some copper plates with sanklrtans are known to have reached 
jAdiObalam, Srirangam, Cidaipbaram, Simhacalam,Kadiri etc. Some palm - leaf 
manuscpiripts are also known to exist at SiTrangam and Tanjore. This happened 
as the Ta|lap3ka family took it upon themselves to propagate Vaisnavism of 
RSmSnuja school. 

Being a witness to the popularity of AnnamScarya’s SankTrtans, Cina 
Tirumalacarya is said to have got his Sankirtana Laksanamu in Telugu inscribed 
on big stone-slabs of foyr feet width and seven feet length in the temple of Sri 
Vgnkatgsvara following the campaka pradaLsina order. Not only that. He got 
engraved on similar stone-slabs some examples of how the sanklrtans were sung 
with svaras,sahitya etc. It was Sri Udayagiri SrlnivasSc2rya who discoverd these 
stone-slabs in 1949. The exact number of stone-slabs thus engraved is not known; 
but only two such slabs have been discoverd and preserved. 

A Sankirtana in Sanskrt is said to have been illustrated for singing with 
svaras, gamaka and sShitya. Terms like udgrSha, mgl3pa, dhruva, antara, abhOga, 
uga, ayrtaniyama, jhampa, ata, rupaka , tivada, adi, gka, jyavala, adi jyavala are 
found on the slabs as also pallavam and padam. Sri Srlnivasacarya opines that Cina 
Tirumalacarya could have got them inscribed on the stoneslabs prior to 7.11.1537. 
He has given details of this discovery in his introduction to volume XV of TaUapaka 
Ggya Racanalu, containing Annamacarya’s Smgara sanklrtanalu (1961) as also in 
the introduction to volume XVI containing sanklrtanas of Cina Tirumalacarya 
(1962). Two things are clear. Firstly Sankirtana Laksanamu seems to have been 
inscribed on the stoneslabs though they are not available now. Secondly writing 
music with notation, i.e. with svaras, gamakas and sahitya was prevalent in Telugu 
as far back as the beginning of the sixteenth century. The four photographic plates 
published in vol XVI of the sankirtan series are incontrovertible evidence to this 
fact. 


Though the stone slabs are not available for checking up the text of 
Sankirtana Laksanamu in Telugu the copper plates are available. Cina Tirumalaca¬ 
rya got this work inscribed on copper plates also during his own life time. But 
the date of inscribing is not mentioned. 

The texts on some of the copper plates were got copied by one Sadhu 
Subrahmanya sastry as far back as 1922-23. When the paper mss. were found 
in bad condition, some were issued in print as ‘The Minor works of Tallapaka 



AnnamScarya and his sons’ -Vol.I. during 1935 under the editorship of pandit 
Vijayaraghavacarya. 


EDITING THE TEXT 

Two slightly different texts are available for Sanklrtana Laksanamu in 
Telugu . The first is the printed version. The second is the version on the copper 
plates. Though the printed text is merely the copied version from the copper plates 
they are not indentical. Some mistakes seem to have crept in either at the time 
of copying from the unclean copper plates or at the time of printing taking the 
text from paper mss. in bad condition. Now that the chemically cleaned copper 
plates are available for verification of the text (at S.V.Museum on Temple 
Art_ ,223, Govindaraja swSmy North M5(S Street, Tirupati) the printed text 
available is corrected, adopting the text on copper plates as the standard original 
text. The following are the details in this connection: 

1. The text of Sanklrtana Laksanamu in Telugu is inscribed on four copper plates 
each measuring 40 cms. x 18 cms. The writing is on both sides of the copper 
plates. The date of inscribing is not given. 

2. The writing is in the old style with pum3nusv2ras for ardhSnusvSras and 
duplicated consonants etc. 

3. The printed text shows 71 verses. The last verse on the copper plates is 
numbered as 70 only. On a check up it was found that the verse beginning 
with ‘nSlugu pSdambulu noka cSluna,..’ has not been given its serial number 
32; but is given after the next verse beginning with* vi.samapadambulokaiTti’. 
It must have been a scribal error. 

4. The copper plates have the verse beginning with ‘sankirnavividha pSpa’ as the 
9th verse and the verse beginning with ‘madi dSjlap'akayannaya’ as the tenth 
verse. The printed text has them as 10th and 9th. The order of the copper 
plates has been restored in this edition. 

5. The copper plates begin with the following caption:* Srirastu Srlmate Rsmflnu- 
jSyanamah.Tailapaka AnnamScSrulya Kum3rundu Peda TirumalacSryulu vSri 
kumSrundu cina TirumalScSryulu Snaticcina sanklrtana laksanamaina pada- 
cchandamu’ The printed text has omitted ‘aina padacchandamu’. It is a very 
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important detail. The author has given ‘padacchandamu’ as the alternative title 
of the work. It is the ‘pada sampradSya’ that the author is mainly concerned 
with. 

6. In verse 8 line 2‘ianniyunadapanga buta yagu dSllapa’ is the copper plate 
reading. The printed text also reads ‘dalapS’ without duplication of ‘la’ . But 
both are incorrect as Prosody gels affected. It is corrected in this ‘edition as 
dalulapS’ whichrestoresthecorrectprosody. Similarly in verses 12, 15, 34. 

7. The fourth line in the verse beginning with ‘sankTrna vividhap3pa’ ends with 
‘sankatamkamulu valadu samanuni valanan’. The underlined reading valadu 
is common to both the copper plates and the printed text. But it does not make 
sense. The word ‘valadu’ is prohibitive in its sense meaning ‘ not required’. 
The idea that even people with a complexity of sins will get free from miseries 
from the God of Death if they sing sankirtans of God gets restored if it is 
read ‘ vadalu’ meaning loosened and got rid of. It is corrected accordingly 
in this edition. 

8. Both copper plates and the printed version show the vrttams as‘vr’ without 
indicating their particular names. Similarly the glti-s are shown as‘ gT’.For the 
convenience of the readers the vrttams 12,15,17,26,28,34,50 and 64, are 
shown with their particular names indicated ‘ ma’ - matteba vikrldita and so 
on. Similarly ‘5ta-veladi’ and ‘tSta^ti’ verses have been specifically indicated 
as‘a. ve’- ‘te. gT’.. instead of‘gT’. 

9. The copper plates version of verse 13 is ‘bharatsdi granthambula’. The printed 
text reads as ‘bharat3dulu_granthaijibula’. Obviously it was corrected at the 
time of printing with the impression that prosody was affected. If the whole 
is taken is a compound ‘di’ can become a guru because of the conjunct 
consonant’ gra’. The author has only the work Natya Sastra in his mind and 
not the author Bharata . This is supported by his use of Bharatamu’ for 
Natya.4astra in verse 18. 

This edition has adopted the reading of the copper plates. 

10. In verse 14 the printed text gives the last words as ‘tat prabandham amrta 
dhara b6li’. The copper plate gives it as ‘amrtadhara bSlu’. The copper plate 
reading is adopted in this edition. 
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11. In verse 8-line 2, the printed text reads as ‘tetamayye padamu’. The copper 
plate gives it as ‘teiayayye padamu’. As there is no word- fohn ‘tetamu’ the 
copper plate reading is accepted. 

12. In verse 20, the last word of the verse in the printed text is ‘badade’. The 
copper plate gives it as ‘badade’. While the first reading relates to ‘krtis’, 
the second one relates to the subject ‘ krticeppinayStadu ’(the person who 
has composed the work of art). The copper plate reading is more appropriate 
and hence accepted in this edition. 

13. In verse 23 line 2, the printed text reads ‘manuju satkavitayu’, whereas the 
copper plate gives it as ‘manuja satkavitayu’. hi view of the fact that the 
first line ‘sampradSy^gata jnSnasahitudaina’ qualifies only ‘manuju’ and not 
‘satkavita’, the reading of the printed text is accepted in this edition. 

14. The prose link that follows the verse 37 in the printed text reads ‘munduje- 
ppina nibandhana n3ma padainbunaku navayavaipbulaina yavSntara pada- 
ipbulaku nanukulaipbaina pallavi ettidanina”. This has caused much confu¬ 
sion as it purports to speak of a pallavi for the individual words. The copper 
plate reads ‘nibandhanamapadambunaku navayavaipbulaina avSntara pada- 
mbulaku nflmaipbu leyyavi yanina’. The latter is the correct reading as it 
purports to give the names of individual parts of a nibandha padam. The 
next verse expectedly goes on to enumerate the names of the dhatus 
udgraham, mSlapam etc. The copper plate reading has been incorporated in 
the present edition. 

15. In verse 40 the printed text gives the last word as ‘munulu’. The copper 
plate gives it as‘ghanulu’. The context pertains to ‘^ikhapadam’ which is found 
in the works of historical times, like SangTta Cfldamani, Sangtta Ratnakara. 
Any reference to ‘munis’ is inappropriate. Hence the copper plate reading 
‘laksanajhulaina ghanulu’ is accepted and incorporated. 

16. In the prose link after verse 40, the printed text gives ‘praySga sampradaya- 
mbetti danina’. The copper plate reads it as‘ ettanteni’. This latter reading 
is accepted and incorporated as it details the mode of using pallava and 
sikhapadam. 
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17. The copper plate and the printed text give the first word of the verse 44 
as ‘vugamu’ beginning with ‘vu’.This word seems to be a shortened form 
of ‘udgraham’. As indegenous Telugu words are not supposed to have initial 
‘yalcara’ ‘vu’ ‘vu’ ‘vo’ ‘v6’, the form ‘ugamu’ is taken if only for the sake 
of the modern reader. 

18. In verse 51-fourth line, the printed text-reads‘ (pada) yugalamuga’. The 
copper plate gives it as‘ (pada) Yugalamuna’. The latter is accepted and 
incorporated as the locative form is appropriate. 

19. The prose link after verse 52 in the printed text reads ‘andu ardhacandraka 
padambetlantfini’. The copper plate gives it as ‘andu ardhacandra padambe- 
tlantSni’. ‘ka’ is a diminutive particle. It does not go well with ‘ardhacandra’. 
Hence the copperplate reading is accepted and incorporated. 

20. In verse 64 both the copper plate and the printed texts give at the beginning 
of the third line ‘vistara pSda vadamula’. Though the poet might have chosen 
‘vSdesa’ for‘ pa’ even in an Smredita it is shown as ‘p3dap2damula’ for the 
readers' convenience. 

21. The printed text in the prose link after verse 64 and in the verse 65, gives 
‘ySlapata’ as beginning with ‘ya’ sound. The copper plate also reads 
‘yelapadam’, ‘ySlapSta padaipbu’. This morphological form with initial 
consonantal ‘ya’ is retained only to enable the reader to distinguish between 
‘eia’ of ‘eiaprabandha’ and this ‘ySla’ which are two different things. 

22. In verse 67 the printed text reads in the fourth line ‘bhavajnulu valkunatti 
paddhati’. The copper plate gives it as ‘bhavajiiulu valukunatti’ without 
resorting to the snycopated form by dropping the vowel ‘u’. This latter foni^ 
is accepted and incorporated in this edition. 


DATE OF COMPOSITION 

It is not known when exactly the work Sanklrtana Laksanamu’ (in Telugu) 
was composed. The copper plates also do not specify when it was transcribed 
on them. Internal evidence is available in verse 16 that the author’s father, 
Tallapaka Peda Tirumalacarya was aUve at the time of the author’s endeavour as 
the verse speaks of the author getting his father’s permission. Peda Tirumalacarya 



is said to have lived till 1553 A.D. This can be taken as the latest limit. 

Cina Tirumal5c3rya has had the good fortune to receive his ‘brahmOpade- 
■^a’ from his grandfather AnnamScarya who lived until 1503 A.D. If it is presumed 
that Cina TirumalacSirya was in his ‘garbhastama’ (7th year of age) at the time 
of his upanayanam he may be taken to have been bom around 1493 A.D. and 
his upanayanam taken place around 1500 A.D. Peda Tirumalacarya could have 
been a young man of 20 by 1493. As Cina Tirumalacarya receivinghis ‘brahamOpa- 
d£6a’ from his grandfather is recorded in one of his sankirtanas (adhyatma 
sanklrtana 39-Vol XVI), it is reasonable to think he would have been some thirty 
or thirty two years old, lo become a scholar in sahitya and san^ta so as to realise 
the greatness of his grandfather Annamacarya and make an effort to pay his 
respects to him by composing this work in Teiugu. It is a testimony to this aspect 
that this work runs like a panegyric in the first dozen verses or so, to AimamacJ^a. 
One may put the composition of this work around 1525 A.D. and its inscription 
on the massive stone-slabs some time before the inscription of astabhasadandaka- 
mu on copper plates in 1537 as Annamacarya’s compositions were popular even 
by 1535 A.D. 

PARAMETERS OF THE WORK 

1. This is a work on hymnody. Sanklrtana Laksanamu and Padacchandamu are 
given as synonymous titles of the work by the author. Padasampradaya is the 
main concern of the work. 

2. The first verse is a tribute to the galaxy of pada kavi-s who have sung Lord 
VgnkatSswara. 

3. Verses 2 to 12 are devoted to Annamacarya’s sankirtanas. Verse 13 describes 
Annamacarya as Padakavitapitamaha. Verse 14 speaks about the need for 
knowing thelaksana and laksyas. Verse 15 records Annamacarya’s authorship 
of Sanklrtana laksanam in Sanskrt. Verse 16 and 17 speak of Peda Timmalaca- 

"rya (father of the author) and the fact of his having commented upon the work 
and the author undertaking to compose the work in Teiugu verses. 

4. Verse 18 touches padam as mentioned in Bharata’s Natya Sastra, prabandha 
in Sangita Ratnakara and deSaila in Sangfta Candrika and San^a CQdamani 
and San^ta Sudhakara. The need for devotion to God, humility and knowledge 
of tradition are touched upon in verses 19,20,21 respectively. Verse 21 
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commends obtaining Divine Grace or learning through a guru. Verse 22 speaks 
of poetic compositions with knowledge of tradition lea ding to realisation of 
God. 

5. Definition of Padam, vittam as a four lined composition in music as defined 
by Bharata and these vrttabandhas being the three dhatus in a musidal 
composition are dealt with in verses 24,25, and 26 respectively. 

6. Lan^ge regulation for padam is given in verse 27 and dc^ilas in Kannada, 
Tamil, Telugu, Lata and Gau^ languages are mentioned in verse 28. 

7. Padam is taken up under three heads: (1) Vrttapadam (2) Nibandhapadam 
and (3) CDrnapadam in verse 29. 

8. Verse 30 to 33 deal with Vrttapadam in their variety as sama, visama and 
ardhasama forms. 

9. Verse 34 to 53 are devoted to dealing with nibandha padam in general. Yati, 
prasam, guru-laghu niyama, tala with d6^i and matga bh5da, dhatus, udgraha 
etc., Pallavi, ^ikhapadam, padam with four, three and two dhatus as also 
Skadhatuka are touched upon. A variety of padams like astapada padam, pada 
mahka, Sarabhapadapadam, concept of muktaka (chSdyaka ) and kulaka, 
daruvulu, jakkula rekiilu, elalu, gobbiUu, vakyamulu and candamamapadamulu 
are all enumerated. The two lined padams are also enumerated and ardhaca- 
ndrapadam explained. 

10. Verse 54 and 55 are devoted to cQrnapadam and talagandhi. 

11. Colloquialisms, language appropriate to the character, proverbs and idioms 
are justified in padam composition in verses 56 to 59. 

12. Verse 60 and 61 define adhyStma sanklrtanams. 

13. Then, vakyam, daruvu, candamSmapadamu, ySlapStapadamu etc. are dealt 
with in verses 62 to 66. 

14. Coalescence of words is touched upon in verse 67. Verse 68 extols 
dSsqjadam. Verse 69 speaks of how they can excel. Verse 70 deprecates 
insipid compositions. 



15. Verse 71 deprecates plagiarism. 


IMPORTANT FEATURES 

1. Sanklrtana T .aksanam u is a unique work as it is the only one of its kind 
available. 

2. As Sanklrtana-s and kirtana-s are the main stay of KarnStaka san^ta its 
importance to it cannot be over emphasised. 

3. Though Padaniryukta is mentioned by Bharata only in the context of ^ta-s 
or prakarana-gltas, though ‘prabandha’ is a later concept found in musicologi- 
cal treatis^ like San^a Ratn3fcara and though ‘d5saila’ is part of this 
prabandha concept, this work amalg^ates all the three into one padasampra- 
daya. One can certainly trace the origin of a devotional musical composition 
to padaniryukta variety mentioned by Bharata as‘devastutyatmaka’ without any 
upOhana and pratyupChana (using oflnonsensicalmusical sounds). Neither the 
classification given by Bharata nor those of later classics like San^ta RamiSkara 
are extant today. ^ it will only be a practical approach to accept this 
amalgamation without entering into scholastic arguments. 

4.The work mentions mSiga-desi bhfida in tala. This may be suggestive of the 
use of maiga tala-s also as late as early 16th century. 

5. Though Bharata uses the word padam as ‘svara taiatmaka’ in the context of 
gandharva and SarfigadSva follows Bharata in mentinoning padaniryukta, 
Padam can be taken as the short form of the latter and equated with klrtana 
or Sanklrtana. This author has used ‘padam’ in the sense of a klrtana or 
sanklrtana. 

6. This work is historically important because of the fact that it uses the terms 
‘krti’ (verse 20) and ‘mudra’ (verse44). San^Tta SuryOdaya, a musicological 
treatise contemporary to the present work, does not use the word ‘mudra’. 
For vaggSyakara mudra it says‘ svabhidhana vibhOsitah’. (vide, ‘padam .so^Sa- 
mabhOgah svabhidhana vibhOsitah s.s. 5-73). 

7. The words pallavamu and paUavi are both found used in this work. 


IvHi 



8. SikhSpadamu is mentioned in this work. Generally it is not heard of today. 

9. The author gives the names of dhatus udgraha, mSlapaka, dhruva, antara and 
abhOga to what he called vrttams. If we take vrttam as a four lined composition, 
they refer only to the parts of the song called carana-s. By the way, the word 
‘caranamu’ is not used in this work. 

10. This work mentions ‘ySla pata’ in contradistinction to ‘desaOa’ which falls 
under ‘elaprabandha’ 

11. The exact meaning of ‘citra varnaihbu’ in verse 63 is to be explored further. 

IT Tanaka raga seems to have been used in the sense of ‘tanam’. 

IS- The Use of the word ‘dhatu’ seems to be on its way out. Sangita SuryOdaya 
mentions svaras primarily and states that some scholars call them dhatu* 
(ranjakah svara samuho ^amityabhidhiyate, tadeva kaiscid vidvadbhir dha- 
"turityabhldhiyatg (S-S. 5-2). 


EXPLANATION, COMMENT ETC. 

In presenting this work the verse, its purport and the explanation are 
given seperately in Telugu. The English portion has the purport of the Telugu verse 
given followed by explanation etc. Transliterated text in Roman script with 
diacritical marks is given at the end for the non-Telugu readers who wish to peruse 
the Telugu original. The main aim is to provide the Telugu and non-Telugu lay 
reader with as much information as possible. It is to be stated that this English 
version of the Introduction is not a word by word translation of the Telugu version, 
but generally follows the same. Technical intricacies have not been touched upon. 
It is hoped this work will be found useful. 


MADRAS 

9.8.89 


DR. SALVA KRISHNAMURTHY. 
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Sou ^ 

sSicS^ 

£<SS53«0oe»SSSJC^o 

g3i3^eS532«5Soo:SJS4^o&)S' 

®».it ^ ■3o2't3g^0c>?)§ JSSjS vSOj&^iS (5®©ot3 SeSSS SSstajo 

cS oii3€y®^o ScpSS ’SsaajTbfT'^^ g2 ^d3jg%J^o 


sp^i ^a g^er-^as^ ga ^5»go<5* ■a»a«o‘ 2 )^ ;3!ba :s>o«c»-s5£:jo. 5*©;j»« 

•Sogtig^^jg S)oSc,sp- 2 r»gj^oa 6 § ga ^dSiU&^o ^ aa^o^ sa^wdoa. 
speoJ^a^ao©^ ‘ia??’aa'g+asr®cajg«S(;a53’ esa aosajgxj'ta a'tBj^g^aa^ccso 
fea'^oa. ^ gmas §*15 «-3 ^goS^i>ic^ ajeS s’a^ ©cpeo 
da’j^oaj. aa^o, ©go, s»a5o ©"^ (Saco '*’gr>c» ^ ©-i^ air»4ogo'«o 
t-g ©go. ajsl -^g^ajai ©oto ainSj^oao^as ©ai(Ktyoatj»as a^a^gjo 

goa^as ©a ©a^^disjo. asao ©'ig-^a -Sjoj ( ©as^adSso) ©aji*-^ 

(dat^a^ '«i ai«sP5;3 g£ ^ -^gtogj&as &o&. 

wcssja « 5 g,i^e^. g;sig wcssiasi aaga a^ooaoo 

S'Sg'Soa ■&e»ar» ^^oaa ©©(^ds>o. ©ep'S ^ aaacs ©a 

gi’cs® ©go. ‘"So’ ©^a a50(eS^^o€^ ‘‘Sew ^^^ajo®’ 

aa^^ fce3»g^go. ■Sog'^g^Qjao aca^fe a^ar»a'^a ‘"So’ ©iS 
<g^ao goo (aaa ^a» t 3§^® ja^go)s^ g© -&«g^cbaj ©a ©a^dSjo. 
ftsdSja;^ aolaao ;3aa aaga (^j^©si sa a^cSiga^o aaoauo aa^easa 
©ai^dSso. «r>aj ^ "^ogtig^^^ajd aiQoaoo'^«sag>r» ©t 3 ga 

a®c 53 ig«jo s® 5 Po^ §* 6 g 5 «-^ ©a aa^a^e^aj. “ 

1. ^ aa^o^ «*©iPg aa ga(^j^55 ga a^dSig^jp 3a\©dan» ^©gg^ 
asa^^ ©ekiasodaspai wessoa <r>©n»&, ‘aagaoro a€r>a 5 a«’ar® ©coia 
^gd®g ©a^aj’vPOs^oa s.Sj*oaoo g-a^. ‘^^pgr agga 55,^1’ ©^ 

aauoo»a;^ ‘■3a>gt5a'^ aaga^^^as’ ©a ag aaao^"^ («S 3 »t> ©ajar^vP 

^c«5i a>aj. ©^aj ‘ae3*ooex>a&’ ©^ apt.o& ,^roco 

aasoa. epos^a ©a^asesa^ S’e^dn® ^ -^ogtog^^jcod ae^oa ^aTaJjxa 

‘^ogo g©p’a^ aaj^a^ a®^ai ao5«?:coa isa ajj€j®coa«cpaj ©a 

d'jpoSto'S a'^utwTP es'gada ©a^^ajcssj^aj ©ao|«s?o-cpat3. aaaisj ©o'ts 
^acp&o ©a5(«a*oao §«5g fegoo. a«ca5ot3 ajj€P^©aao. a^rao ©a^aj 
awip^acpa^ ;aa®aoaa ©ogo -s^ gas a«a5:)3a ep«>g aa^aj) 

(aa ©Oi'SoKgspajaj) p?)a ‘®a^ap<pg^ aa^©’ ©■^'a^aapa^oS^ sju® 
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Vetse 1. 


Tr: The illustrious leadership of poets accrues to the lustrous string ot 

pearls ( of individual distinction) of the earlier gem-like music composers (of 
padams) of holy-conduct dear to Sri V5nkat6swara. 

Com; This is the poet’s first verse of auspicious beginning with ‘Sri’. 

Leadership of poets is ascribed, in this verse, to the earlier holy music composers 
(SankirtanScSrySs) who sang about Lord VenkatSswara. A split up of ‘prabh3vaha- 
ka + vinayakatva’ renders the facility of remembering VinSyaka also. The word 
‘SrT’ along with the meaning lustre, carries certain other meanings too. One of the 
other meanings is ‘trivarga’ indicating the gamut of the entire worldly life consisting 
of dharma, artha and kSma. Isvara means the over-lord capable of rewarding and 
punishing. Lord V6nkat6swara has the power either to reward us with what we 
thinlc wordly-good or progress, or punish us ( in our mudane-life). He is fond of 
His devotees. Remembering the music composers dear to Him can result in our 
worldly good too, it is sugges.sted. Again, ‘SrT’ means Saraswati, the Goddess of 
Learning. ‘V6m’ is the mystic sound syallable in ‘V€nu SySmalS Vidy3, capable 
of giving literary talent, in Mantra S3stra. Thus SrT V6nkat£.swara is the Lord with 
the mystic syllable ‘v5m’ identical with the Goddess of Learning, in His cheek. 
This suggests that it is only natural that the music composers who sang the Lord 
should acquire leadership of poets. No need to say, the author, with a similar desire 
for leadership, has chosen to utter the name of the Lord. 

1.Though the leadership of poets is attributed in this verse to the 
earlier composers of padams it is not difficult to guess that the author had in his 
mind mainly his grandfather, TSllapSka Annam3c5rya, who is hailed as ‘Padakavita- 
pit3maha’ or the creator of poesy of devotional music. If we take the phrase* purva 
padakavimani’ in its singular sense one cannot help remembering Annam3c3rya. 
Then the phrase* vara Raraihbu’ { the valuable pearl necklace ) .springs to a new 
life. When Annam3c3rya, as a boy, had his first darsan of the Lord and recited 
the centum of verses composed earlier by himself, theLordis said to have slipped 
His pearl necklace on to His own sacred Feet and blessed him. *Varam’ (boon) 
is Mfilment of a desire by the grace of Gods; *h3ram’ means a string or necklace 
of pearls. This item of the Lord presenting the pearl necklace to Annamayya is 
described in *Annam3c3rya caritra’ composed in dvipada metre in Telugu by 
TSllapSka Cinnanna (Cina Tiruv£ngalan3tha), a brother of the author of 
SANKIRTANA LAK$ANAMU, thus; 
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So£)iS JStP^eaoJ^ 2Soa3c!SS» 

"SogoS^So SSj^StoOS S’otS 
■^ogo g«goc» 3S5^2io-CS>od5co 
li^;3 sSM«y>^e> 'Sir* d53¥®cs- 
st3 d'issiMo "S^piSciu^aoS- 

«0 o— 

^s> ■ax'O dSjejg;«> ttesissoa ss-a^ 

«s§*sssij;s5 (o>ao3’ {©Sj^ssj'-cT^g^ a0(^ ;5)to. 26) 

i?ioa^ saga j^s^ao, sos^^asos^ ‘sol^^a qg^cso’ sJa^aspar" 

epccoa gaiT»di)gbai77> o'^a^sp;^aa (^Sj'oaao sj^d sc 

SJ'Co. 

CP 

2. ‘saga’ eso'ta ‘SP'^dSaS'Cbaa’ e>a c}gj^a (KoJ'o-CT*©- ‘SacS’ggo 
ipago. ‘sagasid’ ©ola ‘^aso sp'^caas’Coao’ ©a ©aj^aao. /pso^a 
‘cpKo’ "^Soo e^ejo 3®"^ ^SdSsS^^a 5»aj. C5»a§ SP'^<35bs»ajS'gao 

5»*p®. ^atj»as (jp^pas) ©S3gr»ooA» gp’O^a 5»s^o >o. -c< >o5^a 

SJ»o®^ n®cajg3e» ‘Sr»4SbJ§)’ esotJ^Cb. esePT? d»o^a l^<JSr“0'7»a^ (musical 
element) ‘o®efc2^’ esoU^Qj. ijeP SJ’ifc- CPdb QtT'S'^S a®?r-‘i^dlr«®j^ 

^jpaj ‘o3«^cajs*cbS’spao. sp'^cabs»ob^ s^a^so, ejaso i^a»e», sp© 

e^cyeu (^S)S'&a SoAeS («oO»^3S^63d2^. a»Caia ‘SoAd Sog 

Coao’ es'^ 0oao®^ SoAor'CP^caoo ir>Qo6^ J5»^d5j5»a^a TPcSSig 

^CPOJ e^CT»en SS^eod^^. es"^ ^l.«. 11-13 ¥o»*ge> S^a^ S»ooa»tJaa 
doStid ^ci^^2§)a ‘soAa ssjcsss^e’si'^ ^KoaoS^a ‘A^pasccs’SiiS 
agCoofi^Si jp'^dsjsocpaoo e^g^CJPen^a^gSa S^cd aaSjr» SS^od^.' l^-^- 
I3««y>a^pt3 ‘•?T'g^'ds§)a soAa cap^^gco’ (aJba'^s («oao. "^oaoS^ 
3sj^«ds sp^cajs»c e;^g^CT‘e» &aS gs^ajau^, (sc^es) !boa» 

ar»>ex)aeot3 sju* dotT»cco: 

ir>'Sdi)S»Coa§ So?g, eS^g a'^go §^So JJ^^gCn docp®. 

^g^as^CbS^So ©aa'SS^-a'en esoto esS^CS^-T^ajen 9®?3 4oc»®. SSo, esC 
SSs, aS.SJ^a ^JSOeo SBdSjtoo i^So aoa-ap^ y^/ O 3®c32iJ^B. esS^i^ 

wPa ?Jt;goos»CPen, ^sa^^a esCPoos^CPoj 3®?j i^ej?i®S i^ao^o aocr>o. 

^^oTPCPa Oeu, as^'S esSoJSPS Soa^CPcd ,tJ»S at^en SefeS CScjpSS 

©eS'So 6oCP®. 
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“As the nambi was doing the ritual worship nearby, the boy, in great 
devotion, supplicated for the grace of the Lord by reciting the centum of verses 
composed by himself earlier in His name, and the Son of Yas6da, (Sri V£nkateswa- 
ra here) made the string of pearls adorned on his body fall on His feet, thus showing 
His grace. The priest, seeing this was wonder-struck and coming to the boy happily, 
offered him “sathakOpa.” (AnnamScarya Caritra -page.26) 

That the author Cina Tirumalacarya, is meditating on Annamacarya, who 
is a composer par-excellence and author of Sanklrtanalaksapamu in Sanskrt, as 
the Leader of Poets, is the point here. 


2. ‘Pada-Kavi’, here, has to be understood as ‘vaggSyakara’; ‘mani’, 
a precious stone, indicates only excellence here. So, padakavimani means uttama- 
vagggyakara or the best music-composer.‘Raga’in music cannot be known by the 
mere knowledge of its regulations; a composer of a libretto-song is needed. A song 
is a composition fit for singing. Musicians call the words of the text ‘matu’; similarly 
the musical element or the musical setting is called the ‘dhatu’. Thus, one who 
constructs or composes the words of the text and the musical element of the song 
is called ‘Vagggyakara’, ‘vak’ representing the words and ‘geya’ representing the 
musical element. Ancient treatises on music contain the classification of ‘Vagg£ya- 
karas’ into a threefold division of uttama (the superior), madhyama (the middling) 
and ‘adhama’ (the inferior) types as also their characteristic abilities. Narada’s 
‘Sangjta Makaranda’contains the qualifications and classification of Vagggyak3ra-s 
and g3yaka-s (singers) in the 4th quarter of its adhySya (chapter) on Sanglta. Again 
PSrsvadgva’s Sangita SamayasSra’ considered to belong to the period 11-13 
centuries A.D. has in its 8th adhikarana called ‘gitSdhikarana’, not merely similar 
information but also the mode of testing them. ‘San^ta RatnSkara of S3ri^adgva 
(13th century) is a famous treatise. The characteristic qualifications of vSggeyaka- 
ra-s as enunciated in this work and as explained by its commentators, KallinStha 
and SimhabhQpSla may be stated thus: 

In order to know the right and wrong form of a word, a vSggeyakSra should 
have knowledge of grammar; for a command over the language he should be 
acquainted with dictionaries like amarak5sa, etc; he should know prosody for a 
knowledge of sama (even), ardhasama (half even) and visama (uneven) verses. 
He should have the expertise to make verbal figures of speech like anupr3sa 
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5»Si3'ISi. Se^^So §®»o «d3r« ^«S5 o;5j 

•CjoabC^o &ocr>®. '^'^€P£> |Se:oCi®®j^ Sd^o^S 5S^§®^o tj'ipO^rSb 

6oCl»©. SoAs 4r»t^,o "SiodSeoS’S 64S<?e» 3©?5 6oC»©. A«J spdo^o'^ 

‘SPC^^SSo’©^ "SOj^oC®©. SS^dS^'^iS ^’6550 (r[»(do) 6oj:®©. [&«S SooO 

«3®a«)c^ SQ^^o, ■CS-C^«S5^tJ®a O®© SS^Soj JSr*5'^S WoP^dSjeis, 

S¥g{Sr“S'^;3 [^«3®d55e» ©iS So® Sd^^So 6oC*®©. 2.S^d?‘^iS S>^Cs»s»^dS3eo, 
S»5®ji3iJoSo JSos3oOo©;S S®& ©‘SSSSajoCI®©. |3'3 cicSST®o^S§ Sj® 5 ??*©■& 
[S^iiT'S'^^s /T*sjj (Sfitss 6oa®©. (^s^o7y» ^a«©A^ 60 ?:®©. 'S'sa® 

7r>eS:>eon» SS^sjdiS i7®;v»dS3e» T^g^n® 3®S> 6oJ5®©. JS«psscS33o S*So 
spg^oodjo 6ocr>©. 3®n®^ 6o'^S'i$5j ^d 5 ©Sspdi 3 

S®SP©. JSOSO^iSor;® 6oC®©. 0S>a{5^3»C3 6©eS»i5o7?> 6oCE®©. (©S' 

ea^orf»a§ s:»ec3o). aiiC'gJSo gr’OjJS SSJ®tJoSi> feSoS^Sooc® af®si> 
i)€Pd) 0eJO?3»®^ SSodSiCon® &r''3^ 6oC®©. 'tcSST'o^'Soii ?5®«jbS§)^ S*d?V 

SO^OtS 6oC5®®. 3d3©^ SS^cSo 6oC®©. 06300®^ 

S)6^^o^ir>tx> gpc® 0?^o^o7V> gS)?30^otgoc®©. %0oo7?> A«y®Sj^ 56^6^ 
6oC®©. Seo ©a»S^S AeSCP^cSSioSSj «>SS3g6oS«© AdJ Scf®^ej¥l^ (S5a®o 
iS6 ©dS^'g) &oa^S>. SS3O0 SSjdS^ «r>d5^cSS3j^ ©o^ ^Soodr> «:Sigo'^'S) 

6oC®©. D®??>©_^, {X7*SS®0^ ©"^ ©0^©;33 S®S ©OiS'3^C3®€)5* 

"p °^^SP 6oC®®. «i) "O'^SdS 3^¥^d53o §*d3gj OS s®0S ©<Sc 3 ^ ©«S9®^o 

6oCS®©. ati ?t3CT®03 g©JPd^ 6Saci Sf®'5^cSi)S®d3bdSot~ 

fiO —4» 


Slog ViSiS&’^Si »;S3)0n« gr>e^«©ft ‘adr»s>’ eo;s^ 60'S 

SPd^ SS3dJ^S5oz3'SO®Sdi>5»d53dSo. ©"& ‘c5»4fo’ ‘SS7®4fo’©3 SodSJ® S©?50® SdS 
(0£3odj) gOJ5(r® 0«(Jj»©O SPdSo gy®d5 SSidJ^OwS. 

‘S5J-»e3b^’jS3 CSSj^otP 06^oS«©A ‘jy-Sj’ 00.di)o5^ ^SiodSS’dTS® 6oS3®d5o 
©d?SS3 SPT!c353S»£bdii. 

A 

‘S^gO’ ©J5n» gq5®gO ©cco;33®dSo 6SSSjL)dSo. ‘Sgg gO’ ©;SA» :Sd5o®g0 
©coi;5o®d^ :S3d5^S5a3dS3. ^SdSieo OO^oO^S ‘q®S:S^’;S ‘:SJ®tSb’ OOiS SS>0®d5o 
OjI^O ©dJSSiid^. g^SPOS ‘g3^S®d33dSo’ ©0 SCb. (OJ'dSo: ISo. 6€J®jj^-3 
0|^qo^c33jo. ©dic33J®6' 0O35»- 1976) 
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(alliteration), etc. as also the semantic ones Uke upama (simile), etc. He must be 
knowledgeable regarding rasas,Srigg3ra, etc. as also the emotional affects like 
vibhava-s, anubhavas and sancan-s. He should have knowledge of various countries 
to know the intonational peculiarities (kaku-s) of Pancala, etc. He must know many 
languages to enable him to compose ‘desaila-s’ (music compositions called 
Ela-ptabandha-s in different languages pertaining to different countries or regions). 
He should be acquainted with all the 64 arts like music etc. He must be proficient 
in nrtta (dance) ^a (song) and vadya (playing on instmments). He must have good 
voice. He should be knowing the laya in its druta,vilariibita, etc., modes, the tala 
like caccatputa, etc, the kala in its soundless forms of avapa-s, in its sounde(| forms 
of dhruva, etc. He must know the six types of svara- k akus and desi-kakusi . He 
must have great talent which makes the subject on hand impressive. He must be 
able to sing sonorously. He must be knowledgeable in d5^i-ragas like SrT-raga, 
etc.He must be a good speaker to hold the attention of the audience in an assembly. 
To enable lam to act as an adjudicator in any competition he should be very 
objective, devoid of personal proclivities of attachment or hatred. He must be a 
man of mellowed temparament. He should be good at observing necessary 
proprieties in order to maintain the build up of sentiment or rasa. (Impropriety 
is the cause of the faU of sentiment). He shoidd be able to compose in sweet words 
musical compositions like elS-prabandha, etc. without resorting to plagiarism. He 
must be able to construct new musical element (dhatu). He should be able to infer 
and know what others are thinking.He should be one whose compositions display 
not merely the rules alone but his genius also. He must have the ability to compose 
quickly too. He must have the ability to compose and construct songs that imitate 
different musical trends of different compositions. He must be able to produce 
gamaka in all the three tonal pitches called mandra, madhya and tara without 
fatigue. He should have the capacity to do the aiapa in its forms of ragalapti and 
rupakalapti, with their variations. He must have intense power of concentration 
not to lose track of a sequence. One who possesses these qualities is uttama- 
vagggyakara or the best composer. 


One who can create ‘dhatu’ or the musical element in abundance but 
dull in the composition of ‘matu’ or libretto is a mediocre composer or madhyama 
ylggSyakara. Again, though one is good at both ‘dhatu’ and ‘matu’, he is also 
mediocre if his musical compositions are not impressive. 

One who can construct the ‘matu’ or libretto in a sweet form but dull 
in the case of ‘dhatu’ or musical element is the worst composer or adhama 
vagggvakara. 

One who is a vastu-kavi, i.e, who can compose with a story element 
is uttama. One who is a descriptive poet or varnaka kavi is a madhyama or mediocre 
one. One who takes the ‘dhatu’ or musical element constructed by others and fills 
it with his own composition of ‘matu’ or libretto is the lowest and worst type 
Such a one is called ‘kuttikara’. (vide S.R. 3 prakimadhyaya, Adayar Librarv 
Publication, 1976). 


6 



2. 


Sou 

©OoC3®i5<«<a®gd«S dSbS^dSa <505^C 

atb'Sogtj'[as«a2; 

s'os's 3s;^o«c«aaw dbaaaa5(3>^5. 


«r». esiSj^dSj iSa'&i^iS 2J!)€7®?toC5»o'^i3o^O®?ij0^o JT'O'Stst^n* S-CS 

5oo ^ 'iogtj'-csoss ^sa sa© 3 s^a» « seso ^a'aj'ajSis^oa. 

■3o5* SdS^o^ SS) iSSSSj oro4jA»0b, »ol^iT»J»{i)^iS5, SC SDCJ® 
?5€r>SSjS>*iSJ^ ©cco^S iPgd'g ©^j^SSseSSj^iSj '^OoTV^ 'Sff'^otJo^^So. ©^Sjj^SST' 
«sS^SSjd3ci^o?T®5^, esJSj^cSSJ'O^, ej^^^JbiSb, es^^JSj^-CT'O^ 

esS) "tsS^^ao &oa. 


1. S'© sa^o a«C 3?3^^S 6SSS> 5r>'Sc333 S»5 e^«T>©Sj^ot3S) sjg^tt 
SSjc3i>^ ‘SSO gS)«r>?bcj ’^SSbOSesV «;3^ca3oCJb§*«r>©. 

2. ‘Sd3o’ ‘ifoaSd5’'^oa es^tooS® ■SoStT'-aoSO'^ SS^too SSo Stto SSS 

(SS& ^oaoas t-g e9©(>di)0. ‘dbasa’SSoiSj^^iSo 

0S63JS (osj«^sao (?ss^s®go) g«j-»c» ^^oajoa g^g seso 
®;SodSSxr» escoJiS 2ia»tPS^ 7T»^So d‘S)OcoooeSS 

j5o^g e9©[^c3Sjo. w w^oa g^g Sa© SSCSSJ’ 

;s©a^^'35oaS) es^^^ssjcssj^ ^s£r® siso scps®^gj a-c^oos 

gr»j:» si^'SjJS JiiOes. 

oJ^ < 3 u. «> 


3L ‘sa© i)^£it5©’ ■adSospo’ «9'^o sajjb© ^a3«o©. >*©^3 aesspfe, 

o»©»aj acjssS) ®otj»03. ijcsssxia sa i3r®pc •t»^©s® 5a»aj ^tar» 
S«^©©-CP»3: ” 


‘Voao^o cssja^dsr* i^£© ajOep«SCT>s^g£) 

aa© sa^ a^co®©*a3?j»agS)ii 

dsofij^o© i^esg^s© ss;)0^o aaa©«sS> 

a£3a©<j»at3ao-cs ss^a© a^aa© a^sSiii 

«?€y®©oC5 ao®o©a a^05®o©i2 

a£r>ooc5 [^sp'Sa; Soa© s-c^^ a^sSn” 

(ijot©^. 32 «90®^ 25, 26, 27) 
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Verse.2. 


Tr: As TSUapaka Annaya sang the Lord of the Effulgent Venkatadri 

through his padams of ashtonishing skill and excellent poetic qualities, the padam 
itself became the lastword. 

Com: In this second verse the poet makes a direct reference to Tajiapaka 

Annamayya, who was not only his grandfather but also a Sankirtanacarya and 
creator or grandsire of Padakavita. Traditionally Annamacarya is varioulsy referred 
to as Annamayya, Annamayyangar, Annayarya, Annayaguru, Annayacarya. 

1. All the qualifications and skills of the best vaggSyakara enumerated under verse 
1 are to be comprehended under the terms‘ashtonishing skill and excellent 
poetic qualities’. 

2. Padam becoming the ‘last-word’ could mean variously: that the padam attained 
revered excellence on account of its use in singing the praise of the Lord; that 
it sings the Universal spirit resident in SatyalSka and who is described as 
‘satyam.jnanam, anantam, brahma,’ as tha last word (tudipadam) refers to 
the highest abode of Heaven; as Brahman is ananda, the padam suggests itself 
as the seventh Heaven of Delight; that the Padam attained its acme in the hands 
of Annamayya is clear enough. 

3. ‘Singing a padam’, and ‘marking daru’ are the expressions in Telugu. A song 
is called ‘padam’ and tala is called ‘daru’. Bharata defines padam, in his Natya 
^stra to this effect: gandharva comprises svara, tala and padam. In this, padam 
is evocative of svara and tala. Any small meaningful syllabic composition can 
be called a padam. It is of two kinds: nibaddha (bound) and anibaddha 
(unbound or freej. It can also be atala (without tala ) and satala (with tala). 
(N.S.32ch-25,26,27). 
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o»«, 3d«^;i3Ka», a»o*5^ a^cn>SS 

€P<"SS ©*S3«7'JSgon» 60 'S a&sj) ‘ssao’. v^a (©ossoo'SjcS 

jsr*oe)5* gr>0joa) J) i'o3'^ja^ ‘sa’ iSi5>»iovS555otaioa. «pa StoasiS 
©Stjaajfi "Soao sc5®e»n» 6oaaajj. o»^?oS* gr»S, ?5®4?o ^gjoei® gopcp 
6oaaa5j’- ©"Sa sj^S ‘^•oai^’aj'Sa ar»c jaoA€r>S)l 

‘n»ao’ t»oCP&>. 7V®oa0^o ?toaJ3b^e» (S<3ir'/\o0oa; ©i3r»a 
2»o(an»diio. Vao’ «3f»'^eSi>s»ei5e» Sr>6joa. 7V>iT»a5gJr»oon» gvr>&ja eoOao 
aD»o5r«{iyj 53357® ‘aao’ ©albo-ajsjotoooa. 

§*ao «pa5 wj^dsjon® Sjc^daojaotJa sao. ‘sao’€^a wcao^'^a aj-»o®j^ 
A»caj5je» ‘ssT'ftfo’ e»oo®cb. a6?<ss7»a d®aaAa 'T^car'o^a^ ‘{7>«S52§)’ 

(music/musical element/musical setting) «90tJ“Co. 0®«fce:a'3ja A®ao. Sua/vao. 

a83a77®ao s^a'^a (at»o»e>g6 (aD®o&) 6o^ wwo ‘aao’ s^gtS. 

egjag'^g'aja ar»o ^o® wcaod'^a aj®o aao ©a ‘^^o’ o®^© 

dsr»a^ga5a,a)d^ ac3®aacssjaoa, a®4o^o (3^3^ spjpaogocaaia ae^aa®e». 
^d^o^a aa®aacssjo acg»©oA» 6a^'S. aao ©©"tj a®to ©atj®a§ sjS 
a®;g^o. (si^25 e-s a®(?!^ ©aaco. aofttS ^',^o€r* ‘d®to’ ©'S d®o^Jj.g 
aa© t-gtJ 6oa. asa aj*aoa^eo a®toa5 w a®6?7®55.so77® 5r’0soag>r»aao. 

063oa®aS 3!3^a ©co ©on»^ ‘a®t3’ s^gti. ©aaas®c3»^ Jaa 

aA 0 Ao®^a ij®c5®^o™ogo ‘d®o’ ©a ■t)Cb.) ©"^ o®<f»qo^csi)o^ sa^tsS 
(aggo Ao®e» (1) aco^ajj (^2) aaacb^aoj (.3) ©aoj^ax) ©a aipso 
aa®e» (ao. o. 5-57,58) iitS^ ©o77»e» Sgjo<r> 'laoo aj'iaoa'aoaa 
‘aaaco^o’. ^a ajd aa© ^ a©l^a aa©. s»r[» aa© ©'^ ^sae 
■Jja ir>‘h ©j§)«si©a. ©©■tjaaaja®^^ l^a ©a®^ aol^a ©a®^ ©a(p®cai© 
CMg*^av^aj®o • 

rc»a®a:gy®o©n® gr®6\a a63aaa®aS aoA<a [Koa®^ [aejoaaoi, a^j§), 
ay®agai5 ©a^a aar'a»es®3a ■&&. (ae:©aaji, aaa^ ©^ tg aaa^cssDaa® 
gaoaj<£fc.©a. a©A«a ‘iOsst® (atjoaaco’. ©aisS'^^aaSoS 

‘(^jpaa’"^ 'Saj aao ?j'oa©^ ‘(^aS” a©Aa©’r;» aeaaaaoabaj^a. lea 
9epaS aa if£pa5gr®c® aaa^dSs© 6a^S. ao3«a®^ l^as ®{5 ao(aD»<si>©s'* 
‘I^S^’a: ‘afi"’ ©ao© ge^. g!T»og©«'® a®ad®>d^aiaaS l^a©^ aa®oaoo 
6a;^a. 6a®a^cj& jj)0©aoa®aj loa©^ aa®©ao© (aag-sT Son®*?" 3^a 
a©iac3®dsj©^ l^ao;pj^a»; s®i3a ‘aa®a©’ ©aoa^j® ^a. t.Q>^^^aa® 
afe l^a’ a®o^ao(ao®c3i5© t,gt5 6©a. 3e»?b^ar» a;S aas. c 7 ®aoa®aj 
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What is called gandharva has been put on boards by 
gandharvas; it has an ancient tradition. GSna is that composed by vSggSyakasas 
(music composers). Any composition of meaningful words suitable to music 
can be called a padam. It came into existence as a prop to svaras and t31a. 
Musicians and singers call the meaningful words of song (or libretto) ‘matu’; 
the musical element sung with the notes sa, ri, ga, ma, etc, is called ‘dhatu’ 
Gana composed with dhatu is nibaddha gana or bound music. Compositions 
meant for this bound music are prabandhas. These have six components and 
‘padam’ is one such. It is clear a padam is a word or words expressive of 
a certain meaning. Nitta, by definition comprises tala and laya; nrtya interpre¬ 
tation of a padam through dance; natya is imitative delineation of emotion 
of all the three worlds. Padabhinaya has long been there in nrtya. This is 
evidence enough to show that a padam is a song, called ‘pata’ in Telugu or 
‘pattu’ in Tamil. A precaution is necessary here. There is a technical term ‘pata’ 
in music. We should not confuse that pata with this. That ‘pata’ is one of the 
six components of a prabandha. Sound syallables produced by hand on 
instruments called avanaddha vadyas or membranophones like mrdaflgam are 
called ‘pata’ (ex. dhigi-dhigi) .Again, prakarana-gitas enumerated in the chapter 
on Tala are of three kinds namely( 1 )niryukta (2) pada niryukta and (3) 
aniryukta. (S.R.5-57,58).Among these, padaniryukta is a composition consi¬ 
sting of only devotional text and devoid of up5hana and pratyupf5hana 
(meaningless or nonsensical words). This is stutipadam or Sanklrtanapadam. 
Thus padam! is devotional song set to music. Padam, kirtan and sanklrtan mean 
one and the same thing. Prabandha, vastu and rupaka are the names given 
to a nibaddha padam in treatises on music. These are synonyms. Interchange 
of prabandha and padam is also seen. What has been designated as dhruvSpra- 
bandha in technical treatises seems to have become ‘dhruvapadam’ and is 
presently called ‘dhrupad sanglt’ in North India. Interchangeability between 
kirtan and padam has also been in existence. A kirtan is called ‘pad’ in the 
kirtankar sampradaya of Maharastra. In Karnataka, kirtans in dasasampradaya 
are called padams. For example it is well known that kirtans of Purandaradasa 
are called Purandaradasapadas. There are kirtans in the vaisnavite tradition 
of Bengal and these are also caUed ‘padavalf. In Orissa there is a school of 
dance called ‘padavallklrtan’ tradition. Similar is the case in Telugu also. 
Padams of Ramadas and Peddidas are also called Ramadasukirtanalu and 
Peddidasu kirtanalu. A kirtan is generally in praise of Visnu in the form of 
Krshna etc. In the South, Rukmini and IGsna are worshipped. In the North, 
Radha and Krsna are popular. When erotic sentiment, nayika-nayaka bhava 
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"sacy*^© 20*©^ a'JSjc3»aj fejs©5, 'saa'Ss l^seo essoo 
^^oojgon* S^SO"^ qtx> ^?o€r® OsS^cf ^|^S5SS», estoo 6d8^ 

iSo6* a®C3®^|^ oSOSjiJ' S«JSoo S5© l^iS/SoljCiS^ ?^on®a'Sl iJ^ccos® ^dSjg 
cr®oPSS ^$3(5 JSO^SS^ai ‘sa’JSj'^ SSr>u& ^ort®0 (SqoiS'aj 

n®sj®ai3di) caj'K^'^js CvSX elS «>co Sio^ioa. sassjot© 

sasjfiPO'Sj JJ^ad^oa. gr>cy> ^on»0 «90SdSr*s§ ifiS<S3T7> 

iPaog^SJCl ^|eJdS3^ S0»03, >eo« d®clSCt»03 3}«y>Ot3’^. bi^ itSSo^o 

sr>aog^ ssoasj aeo;^. e©*l^ <0o£S3^a5*s»a «r>^«o®t3', 

^s5^© ^a3©a3 l^aoS) woij»"& 5»a sa»®aoo a®ao2€r* &ajijo 

s^oaa^. ” 
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and smgara became important in this worship padam acquired a delimited 
sense of indicating a musical composition full of erotic sentiment and fit for 
using in a dance performance for interpretation. One finds this connotation 
of padam in Tamil N5du. In Telugu also Ksfitrayya Padams and Sarangapani 
padams are such. They are used more for the purpose of dancing than tor 
mere singing. We know these are not called kirtans. Similarly, one cannot say 
why, the compositions of Tyagaraja, Syama ^try and Diksitar are called kitis 
or kirtans only; it does not seem to have been in vogue to call them padams 
at any time. 
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I 


2.11 2i>s£dS» ^3^222 

Se.ii d«222xie» 2*d<$§ 2 

«j»222xie» 20^250(0 222503*5*^ 
0»^j222x)e» n^g;^ 

0'222»e» O»g3»gdao2j^di>222>55’ 

go.ii goa22»eu 2)&e»7{n 

t:Soes22»eu 22^g2oc>^2e32g 
2oe322x)c» 23tir>2 2 
JPojs22s5eo o^>gd&.2’tdS5222i>€' 

« «t 

ge.ii 3«goeu«» 3*dg2:)0« 

3®eoc»e» 28»23gC 

a*0ot»eD eo3«^9 3 

a*0ot»c» 0®<3d*g (33b2jcii>2a2i3^ 

O 

go. II 'SfiowoD 3!r>a«cSg 

«P2ota5e» 2eg3«Jj^a«el S)£T> 
JPttOCJJOJ ^iJ25832r» 

^aoejJCD o»«>g c35j2j^c35j222xi^ 


3 


4 


5 


6 


. 0»II O'gd'g e9;;^2J’<J'&^e» ■SogtJ»2e)2© tiiS 220o3 313^2 2ol^2 

2:3oe» 3ci*ot32o*l3 «?3- 

3 »d»3^ g&A'S^cuj. 3^ j 32,3 3'^2.on» S«3'g3 3>cao. 230jo»e) 
3^043^25 Aotl 2^^°^ ^T'Jj^coj. 3®^3®63 S»3«a3«rca3. 

(^•dSigoogb ©^ 3 ^ 033 ). (,33 

2322>go CoKiA® &otJ»C03. 32So ?ba»©geS3J^®^ 3a33 (833*^20 

A2^ 22^2& ?bCJ»©5* 3^302 6oiJ®ca3. §*$2gC‘^2 ^2^223'^ 

323023 ■2r'3o2tJ^3l 2o32s®®2 eDoejJPo e;*A 23^3 j^co3. 

x52«©3; v,^ 3*S^223 e3asP2A» goOb^cco. ^2«r>ACT»oo20l §*22^3 

©2^0*3*0*07* ©•§)0*C03. 2o 3^^^ 'S23gA* OCbA34fo2j^twotJ*oai3. 

©3 'Scs*^. ;^a*c»jyQ3 3‘&^ :S332 g3o* 222^® S)C5*3*a*^. 

2882303 ©3‘22a2i33. (6) 
cj o *3 
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Verses 3-6: 


Tr. Tallapaka Annaya’s sanklrtanams (devotional hymns) on Sri 

Venkatacalapati may be delineated thus: 

They cleanse our sins; help configurate devotion to Hari; generate 
all the miraculous effects of all mantras; protect those that sing them (afford 
satisfaction to the singer-musicians). (3) 

They are colourful to the mind; break, the groups of bad qualities; 
are fastened on to the pure qualities of Hari,the progenitor of Brahma; act 
like miraculous coUyria (aiijanams) in spotting the treasures of wisdom.(4) 

They are essences; bring the grace of Hari like an unrelenting 
shower of rain; become ambrosia for all the Gods; act like pleasure trips to 
many countries. (5) 

They are verily the Vedas; enunciations of scholars inPurSnas 
musical notes of poesy from the vlna of VSni; those that have pleased the 
good people.(6) 
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SCS»eo SPQS>oi^!So ^'f)Sy^di J5oo|^^»;s«)5* SS ^Oo; 

SPiSS SSjo|0»o 5* aaj’^S'^^S (S«PSSo 6oeSS «9§)^^di)o. (>«5S ;30fco 
ACPdiseSo if^S tidS SdSSSj© 35^^d5S esSSj^JSscSSs^So »o‘§to 'Scoi'^ vOSiS 
‘aoloSiSi'Se’ «i)^ Sd5o ■SoSto^^Cbrf ds^«o-a 'Soo'S Sol 

ttP&SttSo. eso^o wS^SSj’-ctoO^ -CSQi^^ ©©©©oScjdoa). ?b^o7T» 
Ac'S S© Kj^ 3e»Si§^StJ»SS Se» {35»o- ©otsSeo «Dta» Soo^T* 

d^aSJr^ K5l&9«tJ'Sl gS SJo^>d3J’e». 'Sorto^^e 

Sol^So ^^^jSjfScJSiSs esA2r»Sr!» SoaSo^u'^ 5»eS3 ^SiSooeSaiS §®®v)S 
SoSi^oa. 8-gaS ia^ woiSaSfc S’©jS5e)2b^j 3So SOiJ^o SiS! 
'^oS't^^iiiQi SO^^SCT'SSjr'^. e9S^Si<3i)^SC3®e» jjS^SsI «)S^SaS3*n^dl 
6d«cJSr»s^ 0 j 55 sso^ison® ■Sa»oSb, saj^ison* 3'&^ j§)cr» 

cr»o&r», s»oo»saD^aon» soaj’^So asST»jao sT»t3 

%S> z^oUd) esSoo. 

c? 

1. ‘sj’^' so«g:S’ c5<>ifos§)a5o& ‘l^a’ es'S aesos^^a. aa'&^^o 
?bcy>oaj is^tiiSSo l^a. e»a ijM-can® a^aao. ‘I^ao ai^a©* a^iS 

fier* (an»c3i)ao’ ©a ;^aj^o ao^to. ‘sol^ao la^as* J^ejga^ a^aj^^o’ 

«i>a ^a5Cj»^«aao. jj!«aoaba tjcaj, n^cy^oao, feoea? 7v»ao Scsscgoo 
aofeao. sja ^T'^aoa sa^aaaso ^aj. aaaa j 5£5^ sa^^es'S j^ao, 
a^oes, d«at>aa, »oja, aoaa, a»s^, s^j^, wd^a'Saaeo (so)l^a€r«'5 
©odc^a^dSsa la^aajj. (I.«. 7«€r>a asod (l.«. I 7 « 0 »a aaacyg o'O 
«d«o©^ 6a^a5(a{ir»ao adooa'iS d^n«podo€r* ao3*o'y^ cS^o 

(I. «. 10 ¥o»ga't3'l aad^cssooe) n»aooSi^2.o*- cg^cj^aoogo 

a'aso(anocsi)o 6*a*c3®a2 a-ii^oa. (gcrjogoS^ usaa S)oi5®a^aoo aajoa). 
a3a*5P^5^ l^as»5 so(acs®csir»a§ C3®a (^o^doa. spSdS", «fos»a«S5 
aot3 <5J^aao &aa>s»aS s^oo. loas»o so(^dS:o^ a^odda so^ 
o®cjaa)a, «j»e^6 soiacpcsssaja "SoSj so[aa<>c3ir»e>ja»^coo. ^otxsii 

ao(aa»<3Sjo l^a/sol^a aadS sa^2j®%so ©aa-as^. sj»o^6 ao(aa»dS3o 
CS gi04n^?0a* ^ ® a’aj ‘aaaco’ esa ‘3»aga’ wa esaoo 

gd^. sjocp. r> ogj «i>a5)jpag’^oa aaa^a tsa^fca^ 3>j^iSo. ‘laooSj© aJ'^« 
aacssij^'^a Aao ‘aaadSi^^’aoa soA«so{r>jj^goo (5-58, 59) ag^a^^a. lea, 
aao ©a a^^o. ga_;^a «pa^(Er«a ^coaocpajo ‘dadtpaj'^a^ 

l^aoS), acpoS) «satoo 6oa. d3»jeg s»oc 3 on» asa^cp^^ ?bEscp5’ 
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Com: Those who sing the Lord by singing the padams of Annama- 

yya need no other mantr6pasana-s.(vide verse 23) It is suggested that they 
have the miraculous effect of mantras. (Saluva NarasingarSya, patron of 
Annamayya for sometime, put him in fetters for his refusal to compose a 
padam on him. Annamayya is said to have addressed a song beginning with 
‘sankelaliduvela’ to Lord V£nkat£swara when miraculously the fetters fell 
down unlocking themselves. This incident is recorded in A.C. by TallapSka 

Cinnaima, a brother of the author of S.L. These sankirtans are the easiest 
means to spot the treasure of wisdom like coUyria in spotting the buried 
treasures of wealth. Singing Lord V£nkat£swara does not merely bring the 
Grace of the Lord like an unrelenting shower of rain but also gives the result 
of worshipping all the Gods. It is only the Absolute that can give the results 
of various other Gods. V£nkat£swara comprises all Gods. Annamayya’s 
padams are in no way inferior to the V£das, Puranas and KSvyas which teach 
us the way to get fulfilment of our desired objectives and avoidance of the 
undesired by their commandments, friendly advice and affectionate sugge¬ 
stions respectively. This is their literary and scriptural value. 

1. The word Kirtan is from the verbal root‘ ‘klit saihsabdan£’. Singing the 
auspicious qualities of the Lord is kirtan. This singing pertains to V'.snu, 
often. Ancients have spoken about the singing of Lord Vi.snu: ‘Kirtanam 
munibhih prOktam, hareh lil5 pragSyanam. Srlmad Bh2gavata says' sa- 
nklrtanam bhagavato guna karma n&mriam’ -meaning singing the names, 
qualities and miraculous deeds of the Lord is sankirtana . No need to say 
that this is part of devotion to God (bhakti). Among the nine types of bhakti 
aU others like Sravana, smarana , p5das£vana , arcana, vandana, dSsya, 
sakhya and 3tmaniv£dana get covered in sankirtana. India went through 
the bhakti movement from 7c. A.D. to the end of 17c. A.D. In South India, 
MahSrastra was subjected to foreign invasions even by 10c. A.D. It had 
to protect its own religio'n and social structure. NSthasampradaya seems 
to have helped in this direction. (In Karnataka Vlra.saiva movement of 
Basavana came up later). Kirtankar sampradaya came into existance in 
Maharasira. Devotees like Namd£v, Tukaram gave a fillip to this. There 
are two schools, namely Naradlya and VarkaiT in this sainpradaya. 
Naradlya school may be said to be much closer to the kirtan /sanklrtan 
method. Varkarl school imbibes more of bhajan paddhati with the 
audience joining the kirtankar. This kirtan is also called HarUcatha. Bharata 
has defined padam as being evocative of svara and tala. S.R. calls a 
devotional panegyric padaniryukta (5-58,59). It is clear that kirtan and 
padam are synonymous. Purandaradasa’s ‘d£varanamagalu’ in Kannada 
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iS5S3«cr»^ Slgu^opa e^c» po4P^ ObS^d g«iS, 

KstaaoS^ 7ia5e5eo§®3 6aO«r'J5^*o ^^rv> D^O®^^o S« $[£§ woouSS'ajoa. 

3o7T*drfi^a 2^a^SS »ojSn»c3S36«^ ^ eS^d^ts®^ ‘Scr>SS©’ o>^>%J5oS SJ^O» 
«)otr>0b. aoO ‘sol^js ggSai,’ ‘sesaoo’ 5ssr»sr»os»€>a^a 

scssj»go. ‘sasjj, ^S6»a»5w’ sssx^is^os'o'iSa 14 Jsa^o€r®s "SoOo ?cge) 

^s<3J^A»^^63^ scgdiJo «i:§)d3oa. 


2. ‘sSsiS^P^" pcSSoii 3}® aoop’ (sSjJS^SJSm ^cSiotsSeJS ^asod s»d^£Sa 
SSSaS ^S50^^SSx)) «sS> SSsojO 8-5^3. SSsoj^o 

<D^JSjr» ?bObJg) ■&0b5J'C?> ^S^CPCSj. 8sSo^Sr«c» SSJ^SesSo 

iSJSSb S5 j-»(«o DJStJ'Stx i>o«3^7?> oSio-CSeo sjiS&oSo SStsSu 


t^rp esSaoCSOo ©asSjo. ^5u)0^^^f^ 5r'cr> s»a»^Sj^ (effect) es^SSj’SoSa 
(mferable)S®S) esS 5SiS"^ 60i ^iSSb 5>^^o7? 6ottdSj. esiS^JSsdScgn*© 
aol^iSogj ax)(0«S^o 3S^*oo Zf^St^o. e90^S»dSj. ^ol^JSco fr*o3S 


d»asSe>J);33. ^S30^tf esS Sgfi§ SCbgon® wt^ ;S5o^^o 

03*5^ (SaCij^dSoiSoo 33 So« S'^S.o. 


3. 30 3^3^01^30 'SO'^iPQb 3e»Cs»^3 e9oa3e>5* «93 &o& 

?b^ 3eD3ijg)otJ®{i>.s®di3geT*?b got3§ D’-wS 5§'3 ■CiT'iS e^oes^Oxi, ('S^oSr’Sb) 
5ja cp 3 esoa^JS:!:), cp 3 ®oa3SSco 

37^CPe» 33202 esoOS'S. ^^03o Kj^o. d»3^ 3oj3j§^U' 3S ‘ejoa^Sw’ 

Soo$^d»dS30. "So ;^CPCT»^3o, S»3^^^33 K6^gOoS 

a& 63j^ ^303r»S)^ goggj g^3t^n» CSJ'Sjo^S ■«< 3a»e)3uo 3^3.0. ^ 
5»0cjod3'^ 3}3 "^Ottogj, ^cr<»cr»e>gb, S'SP^ogj 6?53*<^3s»33 3CP^S Sa^o 


4. 3C^ (>cwe» §*‘6o So^jo. esO gr'3‘3o5»g ej3^ 303*0 

0r“3o gr»C’. ^ ^3^083^32 e!»S’2g^3 6£^>d3J-«3j^ jS^Oo^O 'Sao ®3 
>d3b{T»<X»0xe) 30^-330. "Scoea e9^Cb"t^.c5Sx»eci, tsots S'2gb2^3 3>3o3p^e» 

gr>dj33S»33^, «93 exo3pogj an»3ooA» a0_^3«32 33^3 ‘|^%fce)’ S 0^^3o, 
.3oAd ‘r!»oOJ^’353o^ 3ofter^32 &d& «93®a 3o|3cs®d550 3o 

esa esd'Oo'&.cSSin* 33^a0oa. V3’3j';Sa tl"Ob'lcc3S5'& 693 gp>c» 33^a0oa. 

e93^3kr*-iJ»09^«) 3ol^3eu ‘7V>3o’. 693 ^Ob'SccSSJ^en- 6937? 693^37*->T*0a^e)'^ 

5'2g ^OiS^Oo gr»0j33. 5)623 ^o34oo«^ l)*2l 69^0j'5».d394J 

ccooa. 69^03 693j^33c333^, 'SdS 33Op6>g0 (3^ 69S§)«r>ai. 693^33CSi>^ 

30^0^3639 0330^3^32 3'u^333 69c5533 cojoSa, e?)(^c55^o. 
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are called kirtans as well as padams. Krishna is a popular Deity in 
MaharSstra and Gujarat perhaps due to the proximity of DwSraka. 
Rukmini and Krsna are worshipped in MahSrastta, Karnataka and Andhra, 
Gujarat and North India have taken up Radha-Rrspa cult. The devotional 
songs in the Vaisnavite traditions of Bengal are called padavalT and klrtars. 
The point is that sankirtan and padam are synonymous. That this padam 
and the classical term prabandha are also synonymous is confirmed by 
the author’s use of both the words in versel4. 


‘ MananSt trSyata iti mantrah’-‘that which protects the practitioner because 
of meditation’, is the etymology of the word ‘mantra’. MantrasSstra is one 
of the esoteric disciplines. A mantra is to be kept a secret always. Even the 
name of the preceptor is not to be revealed. In japa silent repetition is said 
to be the best; repetition of mantra being audible to the practitioner Is mediocre 
(it is called upSin^u); repetition of mantra audible to others is the worst method. 
Also the power of the mantra is to be inferred only by its effect {kSry'a); the 
mode of its working will not be clear to us. The significant point is that the 
powers of mantras are attributed to the sankMans of Mnamayya. Not merely 
this. Sanklrtans are to be sung full-throated. This is against the japa meAo- 
d More significant is the point that these sanklrtans give the miraculous ef lects 
like mantras despite the fact that they are sung in a fuU-throated fashion. 


Treasure-hunters are said to use various kinds of collyria to find the spots 
vJhere treasures are buried. Ointments applied to the eyes, a betal-leat or over 
Te surface of a thumb-nail are within our hear-say. Treasure bu^d s 
concealed. An anjanam is a miraculous easy means to spot it out. S'^darly 
are useful the padams in visualising the wisdom treasure concealed in •, 
pXs td ^ That is exactly why the next verse says the padams are 

verily VSdas etc. 

All livmg bemgs desire heppmess.» ^ f 

and eradication of the uncteir^ /fta «„,n5carva has defined Veda. Vedas 

mundane method to this end. This ts hot. ate said to 

have appeared before the sag aoauruseyata is attributed to 

the traditional belief. In f ) etc. (S.R.4-2). 

‘gSndharva’ because of its hoary ^ oaurusSya on account of its 

Indigenous tradition called g5na ^ Ann3mac3rya’s sanklrtans are 

dependence on the composer or y • ^^gya. When these are 

obviously ‘gana’ and apaurusgyata to them. This makes 

caUed Vedas it is “ "J^fe of Vedamantra^ The suggestion is that 

rnrafy:’:c?m?oS^^^^^ 
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5. esodS® 5®§j 3"^ 

i!?oi J^-aoSuJSj&SS;^®. SoSo^ei) [SO«;So;t» (1) S^CS»SoS§)(2) CP«s»§i^(3) 
es^^CP« S*s>j§) (4) cS«S»&iS^ (5) (6) ei530(a 5»SoSJ) wOij 

5s»€». soSjS^ ejoto <5^S Ss»Co. e.g JSjS'g »ji5-a»^cSi) a^Os»So>;§). 

£)O^JSo&oa. £)& u®rv»SS sSMSp^cr»^<3ar« esa o^?4s»Soi§). t-g 
cy>iio€^ ■^5’g cp«-cpjdi) e»a «»;5^a»«s»So^. wdir* 

giSa^ -vT^cSSj ^?5s»gj^. SSiJSiSi;^© ’SSP'Scog -Cr»c3ip> «;3ag 

ef^a I)cj, Sso^l^o :axi«sss d±>oj0»^ (S6dS uo^-cj^^dSj 

dSiO(«Ss’»?S»S§3. ^«S»go 3^£c»e» &'6iSoS>u&^5S) esSSa^jj^Si, 

6. ®^j^SS7'J®Cb^e) So|5i3»c33ao 5»dS5. ^1.5. 

14 ?€r>®§ 3oa^3 S30S5'A6^|^aj'-cr»e5jge» ^5eS5^(SC5»cSSP>aS fcjdSj^as. wdSjcS 
Siol£;3 Sa gSsr» l3«y>SSj3<“£So. wcSSj^ g-C3So^ ‘jSa;3^o’^ ‘SiS^^’oS) «s»otJ»Oj. 
-S^dSbcS Cao®^5 ‘cio»>A0 JS'vScJP’ea’ 4e^ogi Jtoo®«SSS ®oC5«3^. ■&*dS3f3 

S»oo£^ 2r‘<iSgSSxr»6 {j^KJSdSbea ^Ssd^eo. ^^JiP'-uPgo^ 2r'«SgSijj»d 

t^n^o d^S SS-iS^S Sol^JPe>;i)?T»^o 3e»^^5^a. 
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5. Annamayya’s padams are called excursions into various countries or regions. 
This description is meant for drawing our attention to the intonaiional 
peculiarities (kakus ) of the sankirtans. These ‘kakus are mainly six types; (1) 
svara kSku (2) rSga kaku (3) anyaraga kaku (4) d£§a kaku (5) ks£tra kaku and 
(6) yantra kaku. Kaku is modification of sound. A shade of one musical note 
in another is svarakaku. This occurs in a melody called raga. The main shade 
of a melody or raga is raga kaku. A shade of a melody in another is anya-r3ga 
kaku. Shade of intonation found in different regions or countries as being 
natural to them is d£Sa-kaku. Ksgtra kaku pertains to an individual human being 
as his body is also considered a particular shade. Shade of melody that is heard 
on Vina or flute is called yantra kaku. Here, one may say, d£aa-kakus are 
intended. 

6. Sankirtana sampradaya of Annamacarya was not new to the Telugu country. 
Krsnamacarya of 13/14c. A.D. is the first one we know of in the bhajan 
sampradaya. He is the grandsire of Sankirtana Padakavita. His compositions 
called ‘vacanam -s’ are estimated to be more than 4 lakhs. During his time 
Potakamuri-bhagavata-s were well known. It is learnt Krsnamacarya recited 
his vacana sankirtanams in the presence of these Potakamuri-bhagavata-s. 



7 


So. II JjiSSSO' 

SDC5 §jSSO^£§ SSDdSS 
'Sr'^csSSxiejj "SoStoSS 
l^csoSuoj er’Cd’S 


e»ii «y>«£roS »€5j^2)eSeo Se5Sa€J»^a§ e^CT>eo 

SdSS3on>^^j^ Se» SiSisJ'tfo 5»«Cb S5©o33, 

■SoSU^-SoS© -CiP^^ eccoJSt53, 


sn^ii ©;5?P'^ ©ft)©j^S)©’ SPCp® ?t>&SjJS^oa. a€r>^SS^o, ©S 

5J»6jS SPCP JSjJSSo BeJjJJo. ?S>©^^§ SS'dSjS'S 

SSd, S»SS^o, JSftS^JS^o ©^«J»caj. !^©^o, 083^3^, ©SSiSo^ ©"^ 

SSiPiSo ?b{yo: ^c«o 0^?t)C3©'aP?bCT»e) 

SSSScs. ©^5j^25P-CJ®53^o SCPeo ej^SoiSo ■Q'S^oS e-S ©O^p^cSSio. 

SiSecS^S oDer" ^ocpi^ «303n» .^pJb 3'2»^S) SSjS'S ©©^>c3!S30. SeS SS© 


©CeSOft) J6©®c^^S^ ejpSodSo ©S woos»6S3« 


©SSSo&e) ^©(5^ ad iOoeSod^ex) 5®Sooip ae5Sli«r> i^oSiuoSj^cyS 

©S)[^c333o. ©a^jSidSi^so aa3s*l)^d ©cooa ‘acod ©tjijeo s$ 

a©o8so3, ai5ss©e»’ g€P(;an« -©^ado-sa cptoo acs^o ^aaa'&. a©^s§)e>3 
s»a»y03 S3SJ§)03, a©^3© &s3§)o§j 5 <>es 3 . a©^a©|^o-aasj <j»oa 

oT» 2^ SjgJ^ea d»«eb ©ao^ib. g©©e» Sog;^)© ^ACbao;3a>. S}0© 

ap[©-&) SS&. es -Sosoa© ap;§)©a;^^e^ SoS^sp 

©laod (acyoj ©a ©?)(^di>o. ‘cSS^^O^Ij* g^^as’ esS 'Sgeapo. c&& 
5jes3a ^^,g3 jpso^-ssjsssj^ :^ijo di^di>a y^ao. ‘ac^ assess ga«’ 
©a^^do a^cj «£pas ©a ap|©o s»g ‘ao^a aa^&gdocsjspdo’ 
(a©cpo; 5 )a^&© asj)»») ©a spey ©Co. -Sogtsg^&dj ©^^^tbda^j gs^ 

dp^ (ap’S^j&'d ©^©3a»j^d». ©a^ajcsi)^ acyeo a3o^p»©a sajadod^ajg 

©I ,a30(© ssa^'^a |g«dpd»a ©B ^^^aodp^exp ©^^©jaj^a. a30[©'3o 

^a©. a30(©«<pjgcs a© a 3 o^©dpa ^a© jap^^oa. « - 303 ?^ a^ao. 

a3oi© §CC9 ggo pcyjj) iy0ipJa.2oeypt3a. ^^cp>a ^a©^^ 

^od, 3)g^d ff’a^ ©a^dabo qa. 
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Verse 7. 


Tr: The ‘satkavita-s (excellent poetic compositions ) of Tallapaka 

AnnamScarya are exemplars and protectors of padakavita; they make bad poets 
shed their pride; they are verily the graceful Ranees of VSnkatacalapati. 

com: Satkavita brings to the mind asatkavita too. We are aware of the 

usage of the words ‘satkavya’ and ‘asatkavya’ also. Composed with and helpful 
to the purity of spirit (satva) poetry or a poem becomes sat-kavita or sat-kavya. 
The three guna-s called satva, rajas and tamas condition and monitor the nature 
and conduct of all living beings. Alamkarikas explain that the mind untouched by 
rajas (principle of activity) and tamas (principle of inertia) is itself satva (principle 
of self-abidance ) and its excitment is enjoyment and bliss. One suggestion is that 
AnnamScarya’s padams, excellent compositions as they are, are signs of bliss. 
Another suggestion is that they exemplify the best way of composing padams. 
Protectors of padakavita only means that they protect this genre of compositions 
from their name getting sullied in the hands of incapable composers. It is wellknown 
that Srinatha, a major poet in Telugu and contemporary to Annamacarya depreca¬ 
ted padakavita in one of his catu verses by equating it with old and saggy fornicators 
and widowed-whores. Those who are not satkavi-s are called kukavi-s (poetasters). 
They are incapable of writing satkavita. Such poets shed their pride on seeing these 
compositons. Such are the compositions of Annamayya. (It is a characteristic 
feature of Telugu literature to praise satkavis and deprecate kukavi-s). Not merely 
that . When they are said to be verily the graceful glances of Lord Venkatapati 
it means they are purifiers and donors of bliss. ‘Yat6r dr^tih kavfir vacah’ (the 
glance of a yati or recluse and the word of a poet ) is the adage of the ancients. 
The glance of the recluse and the word of a poet are said to cleanse and purify 
us. A poet is also described as ‘varnanS nipunah’- one who is skilled in describing. 
The sanskrt word ‘nipunah’ means not merely the skillful but carries the etymologi¬ 
cal meaning ‘a thorough cleanser’ (nitarSm punSti iti nipunah). Whether we take 
Him as Iswara (Siva) or Krsna, Vgnkateswara is the master of Y6ga (ySgeswara). 
The padams of Annamayya have been described earlier as mantras. In mantra- 
^astra, mantra itself is the deity and when it is uttered, the deity shines as effulgent 
light. Such a light is generally refened to as kirana (ray) in a technical sense. So 
Annamayya’s padams, mantras as they are called, represent the Lord Himself as 
Light and become his glances, sui-generis. This is the great idea here. 
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1. e;^e9SSi^^25)i5o •v5o5*53^^S5CJ®a ®§®* Oi2iSSb ^oS2S 

oh^ Tb^b^ roes^b^ SdScSST^);^ CSr>lj 3't)^SS3 (es^S^SSodSo^ OC5;3o SJ5on») 
(«Sj*o^r»©. 

2. JSoA«So^ S7®^C» ®^A~ I5>o^3a»dST®«o 

^J^COJ. ^ aj'O^'S ^e5o 5*©>67? (^1, 

1145)^JSj ©US boH >e)53QS 3«SSii3®iiSja O-CSIS^, ;3S)^-5*J5oS SoSSr«0 
JSo$SSSo€^^So g^SEJ^jeSoofi). «9coo^ '^'8 A>o0a®(3SJO jl. 5. 9^^C^>& 

S^fi giSoJSoiSboa. «sotJSo SSxi^J^ ^JSsPo'^g^ 

SjoCJ® S*ods®oo 6o4od3S 5j®c»» iSj^So SSjSjoSSS-CSjj. 


^'S SoiSE3»d330 sses^gsd SiSgSeS <9^ 'SoeSo J55»e». SiSjAi^T* Sd3^g2)dgo 
SS-v^S Ai^OcJ) SdSgSdSi CP^dS"^ 3^^©. I^SsJS 

3a®^ei5 gc5«ii»€J®coj. ^1.5. 848 «3®t3 JSodiCoA^ es>goS ^JS^SoS^ ‘dJQi 


5®£s,’ |I.«. 848-892 ?b£rjA D£s<3Sr»a>«Jb^s godi>gor®6 «®Jb;3o€r®^, 

(l.g. 892-929 (>04S^ dPCig^jSija djc^sse ‘Jsa’ SdS^o, (I.?. 

927-934 ^^oeJo^ diogoSo^S 3£3c3®ii y®^;5o^ ‘sS99®^g^Ce»’ gc3t3G€5®oa5. 

5d5^gS£5 6oSA® SdS gSeS fdSJSif'JSU'Sl S)|dS3. ??®2i.g5 

(l.«.10 3oi5*(Aoei5SSM;3j_tJ0 ‘dlr»i:>^gooAe) 50^61’ 

10 ?f0®as3®t3 0odi5o^ ‘spoacJSp^S" ‘Sx&a ssisonajoasco’ (spoa 

<S3J®5'^3?5 3eo?b ■CSoaa?^) 't>S^^^a&oS>. ^1.^. 1000 35c33j^ 

AX®dSJ®Qb y'JikSo’S'® S’e^OTV ^oSgsm© 6ftJ^oJSJ®o ts'^ 

g<'3udlo«SiJCmca5. ©o3gj SP&^ 6o^a3 

3oo3S53ij. “ 


^<8 ao(SC3»dSjr®sS3oa^' SdSglDdS^o ISStPg aSd "aoSj^S 2r>eo^O'S ^SSja 
‘sodePdpa^ sSi©s«{^a soSepcpdSi^dSo 12 5«3®aspiio. 

3ajA3^«o^ «a®a^a ao0a»dsj®as ^a^godk). wcssoa s’d^©^ spao^ 

T^eoSS^^toJ^dSo ‘iSblii^a SaJSijexi, 0?J®3 SaScoeo, 20^3 SadSaooaj, tsao 

aaass»e», ^oggsasssoeo, aoea^a, Aos^a sassooa>’ ads^&eo 

3ooao^cs ^aoaaoa. (sodcpcpo^ 36^3. 513 ^o.) 
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I ^ and indicates a sSstra like chandas 

(prosody) or vySkarana (Grammar). Here we have to understand that AnnamaYva’s 
poetic compositions (padams) exemplify the best ways of composing padaL.' 


2.Like in music we have m3rga and dBsi traditions in indigenous 
languages too. In Telugu this m3rga-d6si bifurcation appears for the first time in 
an inscription of Dfisati Pancja (1145 A.D) and later on in the writtings of Pslakuriki 
SOmanStha and in KumSrasaihbhava of NannecSda. But the existence of desi 
tradition can be seen as early as 9c. A.D. from the extant inscriptions. We can 
also guess that it could have been prevalent earlier to 9c. A.D. also before it got 
recorded in inscriptions. 


Desi tradition is of two streams; Padyakavita (poetic composition in 
indigenous verses) and pada-kavita, (indigenous music compositions). It must be 
stated that pada-kavita in Telugu has not acquired the same recognition as 
padya-kavita. Verses composed in indigenous metres of prosody are seen in 
inscriptions. Addanki inscription of Pandaranga (848 A.D.) contains a ‘taruvOja’ 
verse; sTsa verses can be seen in Kandukuru inscription of Gunaga Viiayaditva 
(848-892 A.D) and Dharmavaram inscription of CSlukyaBhIma (892-929 A.D.); 
‘madhySkkaras’ are recorded in the Bezawada inscription of Yuddhamalla (927- 
934 A.D). The existence of versification in the indigenous (d6si) stream precludes 
the absence of padakavita and suggests the coexistence of both. Telugu is known 
to have had a work on prosody as early as 10th century. The Tamil work 
‘Y5pperungala-K-Karikai’ (10c) speaks of a prosodical work in Telugu by one 
Vanciyar (vanciyar seyda vadugaccandamum). It is only in the Gudur inscription 
of ViriySla KamasSni (1000 A.D) that one finds the verses of caihpakamSla and 
utpalamSla marking the entry of Sanskrt metres into Telugu. This suggests the 
prevalence of indigenous metrics alone earlier in the Telugu country. 


Pada kavita of d5.si tradition is mentioned in PanditSradhya caritramu 
of PSlakuriki S6man3tha who flourished at the end of the 13 century. MallikSrjuna 
PanditSrSdhya belonged to the 12th century; he was the founder-leader of 
SrSdhya-saiva-sampradSya in Andhra. PSlakuriki S6man3tha in his work on 
PanditSrSdhya describes that devotees of Siva accompanied PanditSrSdhya on his 
ioumey to defeat Buddhists in argument, singing tummeda padamulu, prabhata 
padamulu, Snanda padamulu, sankara padamulu, sanja varnana and ganavarnana 
padamulu. (Tummeda means a honey-bee. The word occurs as a refrain m 
Lngs of that name. The bee represents jiva according to Bhuvaneswan samhita. 
Parvata means Sn^ada, the abode of Lord 

of great importance, situated in Kurnool district of Andhra ' . 

Padamulu are the songs sung by devotees while 

means description of the evening; gana varnana means the description o 
rrmha gaS impcan. to Siva as Ha daaces in the even,ng and pransa.has 
ate His attendants. The test ot the names are clear enough!. 
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er>^cS&e»vr»o s*oSS», B&XjSSj Sor»c» t,g (d'g^asSjjr?' S0« 
aox^Ss^^joessrjo r>a;^oi3» ■t>5'^otxn Sd5 gs«;3j ajSi^on* 

3i5iPa: S-&. il.«. 1402- 1407 i3-t3 S;3j^S*o ‘5»o-^oos»i5 

csxij-ajcS’ »oiSO»dSJo€r* e«a, i^oesd, 6n»SW5CT»o;Sj t>5Yotxoa; 
S»a c3s^n»jj»sj^3aies>. sods, As, ^ssa, 

3*sa, a.o^^5.''e)^S) dCb5®esaj il.«. 1453 «aoCfoS ‘-aoS^iS 

0>,c>o’e* aagSSSs es^5c^S5^?J'tf■^^3 S3 SaOKSos ^I.«. 1550 

0(^53 -sga >oaoi«a*o’^ sas d3^n»;3o^ 

3^fl^tj*a aF*<’*oSj OiPSPajS^s-SsjS* ss^oAoa. 1600 [^oS«§> 

■siuJ'S €)o«SS:oiS ‘ae>o(55S^ e«r.^gss«’^ ( gojo 3«sa 
5”sj’j«««e»S5j3s 3a^c«apo Jaa t-g ap>o^«oS3S333, (^soS*, 

2«<T'oS)aa (JSjos* ‘asqg^cj’sjs aspfioa. a^cK«T»o:S3 soAs 
3«ng^0*«> KcJ*ogJ 3®^ SOsiPa.. 1656 S®t5 e$a^g3 on ‘esS^gt) 

c&Sjj’^ 3 ^ag 3 ligs 3 JrjS CXS, aijg^TPSt^CPoSd «SjSaoC5t3o5®3®fcx» 

e63®t3, lio&>u, as«sj5, Sssp^o, ®e So(age» ep'^s 3'^a. oasoj 
;pdij. sae)g^a®32 cS:jgin»S<^g^CJ®3;^ SjiSjOgSow 


i*9 ao(«Jj'o3oa 1656 stp^s spip gs csijfpdjdi)^ 

£>bs\ woatxSj^a; ‘cSS^n'SotuSS’ "SexSio saoiajeo, ad5jS§)ei>, ‘Soeo, as^Jo 
UJ<», S>oX<?!3*SeS5eo, ?*aSo«J2e», 3gSa, a^SS, ^SSa, a«fca.^a, «9^Sd3j«x> 
33 cSpa?!® «TOS3_|dio odinSSr'ooejJo 5*3^ Sj^iSj SsdSiO sas 5aSe> 

(SagoSS cSj 3 SodiJC g3S^08»e»’. (I.«. 17 «af»§ asOSPSS 3«-di> 

^gtDCSjcjg3 SS ‘qg^cs SoAS gaP»jj^g!P3j^ «9&S aO«P3j^ a^5o3i 

3e}^ Sc:»e33, SPj^SSjgSodgBS ‘s’?^CT»o5* 5P33 gor»a®jo3 ©a acP<«di:> 


o& eS:?bnon» 6oc®e3 ©3 !PK3®<?®«)5® SoAs 6S3 ^oSd AotPcoo 


KSag 3®3«S^ SPCr^S qg^oo^ CPS3 a3®^&.. (qg^. 3-425, 426, 

427). 
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Ancient Telugu prosodists, though they went on treating Telugu as 
one of the PrSdcrts, have been mentioning at least some of the indigenous metres. 
Yet they cannot be said to have treated Padakavita in a comprehensive way. 
KavyaankSra CudSmani of VinnakSta Peddana (1402-1407 A.D) mentions raga’^a 
manjari and Udaharana but not Yaksagana in the dfisi stream. Verses like kancfa, 
slsa, ^i, and different types of akkaras, tripadi, caupadi, and satpadi are treated 
as also taruvSja. ChandSdarpana of Ananta (1435 A.D) treats the 9 types of 
ragadas which lend support to a lot of padakavita. LaLsanasara Sangraha’ of 
Citrakavi Peddana (1550 A.D.) teaches how the different kinds of ragadas can 
be used suitably for talas like ‘triputa’ etc. in Yak§agana. ‘Sarasandhra Vrttaratna- 
kara’ of Vellaturi Linganamantri (c.l600 A.D) gives padalaksana as 3 kSmaganas 


of 5 matras each plus 1 surya gaija of 3 matras, with prasa both at the beginning 
and ending of the lines, with caesura after 2 gaiias in each line. Metrically speaking 
( 5x3+3=1 Smatras), this is Kamata Caupadi only but for the nomenclature of ganas 
as smara ganas as found in music treatises like S.R. ‘AppakavTyamu’ of Appakavi 
(1656 A D ) repeats what Citrakavi Peddana has said about ragada and YaksagSna 
but also adds I5lip5ta (lullaby), pendlipata, dhavalam, suwala (pounding song), 
‘ardhacandrikalu’. It was Laksana DTpika of V5rt5kavi RaghunSthaiah (after 165b 
A.D) which not only mentioned pada lakyana and YaksagSna lak§ana but also 
brought different types of songs under one head as ‘madhura kavita; Padanns, 
daruvus 5l5s, dhavalas, mangalaharatis, sobhanas, uyy3laj6lalu, jakkular5ku pa a 
mulu, c’andamama suddulu, astakas, Skapadas, dvipadas. trmadas, catuspadas 
■istaoadas are the songs covered undear this head. Laksana Sirbmani o p 
wXtammrnrKavi (17c A.D) makes a mention of S.R. and Arjuna Bharatam 

wl Si-s’ of music. As they are tied up with rSga tala etc he relegates them 
to music , severing their connection with literature. (L.S. 3-425,426,42 ). 
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So.ii JSoJ&jSSu 

o^^cSio ^SSSo«Ce:i7'codSj?l34e3®<bod^ 

S^S^dSj SdSJSojen sr®d;5 
c33jJ5j^d3of®Sdi)0 ’SoStJ'CiS^ejj^ 

So. II I3oli5 SS$ i)^S S 

rs 

«oSu v)ftfcoSo'3^S JS'ScSr&'S 

^ —* flL— a) cJ a«. 

J6ol5 ^S5coa:> aP<i^5 

»r.X> 

«o5»«SoSSSjje» ^iSex) 9 

So. II SSjaCJ3®g^S dSi^Sj^cSi) 

SeSSSoiolb 

Si^d3SSiio?b SI045 SoS*!’ 

0i3SS:oe» \^‘SoS'l5?JjSi3JSx>e» 'S>S)(SSx>^ 10 

So. II JSS^o^cyo© 

sj^o'a^StS aF»«>S?5\di> -d® 

—« o— ®o cL 

Sdsoo^S SSo^ 

d&o^ cco«SO d®/'.^(15&ott<S)^.S' 11 

iS:. II J^CPo I^^JS ^OoeuS^ i 

dSjd^ S»MSSil)4J:)^, SSO SSjo^SPOoui^, &«S>^i 
"SoSto^^o «5o^ CS (lc®J3fcl»JS^oe»c5 

;S3ijbS €P«30 d«S<335^_;^dS5 S5^;Sr««Sj^(Sd3L>^ 12 

o»ii a^Sjj^o«S SlP’jOPS'l ir'tr^o Sd3o^o;5a^ot3& escsdtJ^SS 3*llb cnj^ 
ar»«ir» Si5j^di>n»a SC5»e» s*a^0 ^^otojiSotS ePs^-aocslA^S C5di.JSe ( S^OJSoo 
«&^;5 scp^oSoo)iSj "Sostjodoaa (8). 

SoA<>J^o«on» S©^ >5ss »o ses)(5*d SSj;3JSa«e) i^OS 
SbdS (•^)S)ol^;Se» dS:)a5ai^25o SBl^ jJcSSj Sd®cr>eo ^£3» «j 0 d“c45ieo 

Sd-ad®€S»ox. (9) " 

€r>«d»sj5^ds> scpoSbiS («# d^d^sspoS) 

2.*^^ Se»So“o SoSiSB^ .’SoS'loScQbS d»D»e» { «p;3jt3SS5ir®5c 

Sop) 3©Sb Si^oo.. (10) ^ V 
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Verses 8-12. 


•Tr. TaDapaka Annaya’s padam-s are a surety for the eradication of all 

sins. The judicious who know the benefits and sing them get the protective care 
of Venkatacalapati.(8) 

If (these) SankTrtan-s on SarvSswara (V6nkat£swara, the God Almighty 
) are sung even those whose minds are burdened with an amalgam of various sins 
will be free from the fear and sadness caused by the God of Death . (9). 

If Tallapaka Annaya’s padams are sung with devotion the Feet of Sri 
Venkatesa, bestowers of various riches productive of pomp and luxury, will be 
realised (10). 
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<r>«d»gJ5j^cJi> (fecSSao 

K*€i% »S£S 8300®© d?be»^J5^SJ®2 oasiSCbo SJ®oo5*o3 SPSi3n»63. 

0®gd«Sc5j^d53 aj'O© Sr®eS3^e33 ^o» ao^ 0'^it»e», "So®©:, 

^r>t^03, «^o®o gOe», ^;5i5®a®«35, wKSir*© JSibSos, 5o3 Sao^p®© 
fc03©3, ^«fc©3, 'SogtO'-CSoSO Q& {Itt© gS>^^©3, ^(p»©3 esodSoTt* 

6otJ*oa3. (12). 

oj®^. II (DSaoS* SidS^oS^ ‘«9ftij^c3S35®2)dS3o’ es'S^to ^3.. w+SSdSs 

§^^:)dS3©S 8..g £>gi3^- «» ePt^'SciO^A^ dSdS326tt3©3 /&d 3&S3 ^o®^o^©A 

‘«i>aj^dS3+§*SdS3o’ tstd) ■3o5* aCb;^. ^ ej;5^dS3;33 3©?3;3 

•CSdS3SS& /iicy>^o5o©3 ®S «!>0o. ©iS^cJSs j 55^S dSdSsSj)^^©^ 3®?3 

wcSSsa Sol^JS©3 ■SogtJ»\SoSS ^SdSaPdsS «i>0^^cJS3O. ©liS^SSidii^iSs 

3®^ «#eSS3^ So®©3 d®d»tJ®sl t3soc®sI £>S3 So830d5o? 

>^5:i3S «j» Sba c^soii ogo© Sods «iS iScssoiSOo wjst^ 

ajO 2.^^ «io0a»cJS3 83®JSo. 

SS® Sd5^o€r*;3o ‘o®«d®g dSo^S^cSSo SdSJSooo^’ gir»0® 

^IS.. €r>gd®gJ5j^cJS3 5d55So3©o'fc 8-g e»Co. SdSSSoooo'to d®C3®o'5a 

■3oS* wOo. «s;3^dSo 5n<»oSodS jS[l«fiA wdSsJS Sa®©3 d®(i^ "SogtoS^dSoa 
S»d3»©3 3©3J^dSo'Sa ■3o5®-5®o «p®^S®dSoo. «c53oS 2^S3 oS«J»?3 «scoo 

d*OC3®ttS KSSo^o. -g« SdS^o^ Ma^d5«mS§, S»oS^ 
SdSaooo'S 5®i3 SdS ¥81®^! 5®U3, ;>^o «9S e-'l epCSo^SodSo^S aoS«S\C^d5JSooo^ 
1935 ^t3 oiS^^Sos®® »dS3j^^ d®0®a§ ®5j^on® SSSOoCSadoa. 

ISd5S*oS* 'SogtJ'aoS® esa^^SSocSSo^ O’tar*^ sa83oa gD€y®C&iSo 

S®aao, giSO J3®ft^5&a3 s®atoo sa^eo&oa. es^^aodSo^ ‘5^o7?>0 SSooes®’ 
^ «^o«o®a3a5 ejd^ooa^oo >^ao o®a3 "axogiS g^^aj®cr»dSo^ 

aaod ®e&dSo7v» aootSaa, esa^^ssodso^ «^on»e sol^aoso £^83<i 

jsoo® ^^cssosj)o®a a;a®aa 'SsaojS’a 7r®e®o®atjo as^a.’ 

42;§)o^ es®c®oa83(i 6oa. aol^ae^g^CTo ©.'3jar«o®cc eaago §®o3o 

i*o®^o oaa s®aaoj. “' 
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The Enemy ot Demons, (Sri VenkstSsa ) having faUen for Tfflapaka 

Mnaya s poesy of pleasing phraseology became un-interesterl in the utterances 

of others.lll) 


Tallapaka Annaya’s verbal innovations are beautiful. They become 
Vedas (the mfaUible scriptures), sSstras (sciences), puranic stories, essence of 
wisdom, rows of Sgamas the very contents of mystic formulae, ethics aruLmorals, 
pieces of art, the very secrets of God’s chamber-Pleasures.(12) 

Com: There is a pun on ’annaya kovidula’ in verse 8. Splitting it up 

as ‘a + nayakOvidulu’ yields the contextual straight meaning of Those or such 
judicious scholars’. ‘Annaya + kOvidulu’ is another way of splitting the compound. 
It means those well-versed in the compositions/personality of Annaya. It means 
those who know the devotion, personality and scholarship of Annaya and sing his 
songs will get the protection from Venkatacalapati. How are these two things 
connected? The Lord is devoted to His own devotees. He is more pleased with 
devotion to His devotees than to Himself. This is a concept well known in 
Vaisnavism. 


In VerselS there is a pun on ‘padamulapai’ in ‘tSUapSkannaya padamula- 
pai’. Padamulu means sankTrtans; it also means the (two) feel. ‘If one gets devoted 
to the feet of Annaya and sings hLs sankTrtans, the Feet of the Lord will be 
realised’-is another meaning. That Annaya after leaving his mortal coils, has 
reached Vaikuntha, the abode of Vksnu (sSlokya) and assumed a form similar to 
His (sarupya ) is to be understood. The text reading as ‘sampat padamulu’ is 
emended as ‘sampatpradamulu’ in view of the fact that the two words Sspada and 
pada in the connected adjectival construction ‘vibhavSspadamulagu vividha sampa- 
tpadamulu’ means the same thing and appear repetitive. 

The 1 Itli verse speaks about Lord V£nkateswara being captivated by 
Annamayya’s poetry of pleasing phraseology and His non-interestedness in others’s 
utterances. This is supported by A.C. When AnnamaeSrya composed Srhgarama- 
hjari and made it an offering to Lord V6nkat6swara He is said to have remarked 
that with Kxi.snam5carya’s devotional praises in earlier days He fell like a recluse 
and that with Annamayya’s erotic panegyric then He felt young and dashing (with 
a lu.st for life). (Anna, caritra. page 42). It is probable SanklrtanaLak-sanamuis 
slightly posterior to Annamacarya caritra. 
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1. 23*3^05^ 2)*^a:co23tD 

d'S. 5^00^ B^^TiU^^CSoo C5*C3^oSo “S>6:) SoSSCP^S 

s^SS-CS^^. a piece of art e>l5 

S£5€J0CJ®SI “axj^5U3 53^2S&)e:^5^;5^ ‘S<?™spo£So’ CPi^SotD 

-o^e}^ ^ jsr«4o^ 
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I.Versei2 qualifies the padams/sanklrtans of Annamayya as ‘krti-s. 
Etymologically, that which carries the skill is krti, a literary work, a musical 
composition, a painting, a sculpture etc. This particular usage may be the reason 
for this nomenclature sticking to the compositions of Tyagaraja and others later 
on. This is a much better word than the compound ‘kalS^andamu’ currently used 
in Telugu which is an uncouth translation of the English expression ‘a piece of 
art.’ 
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13 


ion 

SO-Do-aS «^c»!S»e» "SoSoi^SJj 
i^Q sse l£» e^g^SSco 

eoiSs SttSSO' !50»S3S“o'SiS^«a3^ 

wiixii «>t3 <SS5Sj^<33P'i5o^<J*®SS-^rS SiS 
qg^cjSSjjo er>?^3®5> 
ae»g tT»e»oi^Cl^ttdS' 

a«Sj^^e3oO JSjSSs^^O'CCS^ec. 

Soil 00^ a>^otr>U<SS3ii^(SSi PbClP>«o5cioJ^ Sofej3» 
so^isaS' itosj^cssjc taj»s ««;s5<r>^ao3ca^c9o 
oOj^ aioOis sosj^^iiouos c«S)op>;soa aocs^ox^ 
saj^cgDe? ■r>v^»a5^«sa»77> 

diS:>SS:)e^5:>^C2SJ)o 
i3^^0^\nts>on 

dSj'3»j<as«oacao(a cssj^s^ss^eijs^^s 16 

asii SOJST'SST'^cSSi SSST’^S'Sj "SodSM SSj3^«r>SSiS3» |Xoass»^ 
aO'CPtoj'^ sSi&)<s53 ^cs^es^s sp^?ir^<3ss»^ "Sa^ca 
■c^acpofj^OiSJ'aco^ ssjaoaoo s<y»^v^^©o2r»oacn® 

Si!)^ac«a^a7*ss5coacac3®^s»^aci^?®oot»a5^ 17 

«r»ii $s5do ®^£3^ "aija^a a'^si.oTT* sr»cjc5aa 

acSSs^ejiSi ■^StJ'-CSoSd «^§Jgoao fi'S^SaSSCJ® 

(«)03i3a esa^jsj’^j'Oij^ai) ciT'J5)KoT355i3'a3. (13) 

sagOfipSicpsja^aa 3i»^a saeaa e^cj»o 6o 

3e»aj§'a O'JST' 3a^?^0A^oca>^ wSSb^aspao er>eo3^a'6 e9«ja 065oOo 
&oi:x>o5>. tsisik) |t)®aoaaS3oa}g^o'a} (14). 

?bObi§)^ ?sK2JOd ©JSaAa €r>«>g»j^di) Sol^aJSj «0«C77> ^cSo 

?r®6aoJ®a anajgS e^eT»a^ esfJ^i^oTT* SoSi^j0^r»5.^ gJgjoSo 

5Si5T:^Oj\®^^tOtXn»J3j, ^j |^OiP»©a^Ot3§ JgP»^ISiS3^«SS^;3037T»a3^ {5?5Sl^^oPCi> 

iSo a«a w'ax'aoaiist^n'ssi ^«oa5J'>^s ^^o-cr>oo (15). 
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Verse 13-17. 


Tr. The great creator of the poesy of musical compostitions (AnnamSca - 

rya 1 defined the signal characteristic regulations of padam extensively codified 
in works like NSiya^Hstra called Bharatam, etc. as also the model kirtans on 
Venkatacalapati. (13). 

If one can understand the mt>dality of the examples and regulations 
of padam as enunciated by such Annayarya as described above and compose, such 
a one, even if he be a green-hom (lad), will become a maestro, with his 
composition being comparable to a gush of ambrosia (amnadhara) (14). 

Tallapaka Annaya, the top preceptor, intending to freshen up 
sankirtana, brought forth its governing principles in Sanskrt in such a way that it 
afforded pleasure to the best of poets, that it stood in complete agreement with 
^astra and that it drew encomiums from connoisseurs (15). 
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WCSS}^ «saj^ot32 ?t>Ob^fc 
dSiiJii. *s>&^ i’iSoSo^ IsgSPa^Sj. -osesij^csaj es'S t>«3a«oi3»a;3j. 

ssr»«ojd »sS)^aSij£S 5*©'3e5oS® s.JSr»;3or!» 05»«od ssr>cp>a7To5 i«o{i5<»S)^, 
e5go^^ jsr>ooS® 5S7»^p^^n»& cj^^^ao-as cpS^^, '^JSjSo^a ars« 
aCCT»©^ a^Ooo «aor >6 £r“5»^os> ao5*SA.o^t^4^^ssoia7!» 

(3o3?t>€^) SSi5^Cir»So7V» 3^;S3. (16, 17). 

sf'^i *5«j»s5oa«aoto sessao* S)«ps5o2i“£k» ©otj sscssa 

«>©l^dS5o. 

«5CP^Sj^a^ CPJSajj; oaoas goes© SdJSX»cra^£3^ CPSS-Cbj. esSSjj^JSj^O’ 
&^o 2 a £!)iSii5SSja 3a^4J®a2 sr‘'3JS5'5 6 otx>oa. ei>^^S5od3c>^^ 

s*otss»oo wisooa ■^aoa;5 ^«jS 6 5e!iso«cn>css>€» gr>es ‘5isgasf®l'«y«jSi3«’aa 
aiSjeSSb-Sj^St^ ‘g;3j^assp7s«^«6g caP>Se5SS» ©^S^c3Sr»Qa^aa ■ar» 3 » 

;5ss3j'&©ji)ar«’ ’aj-esyg’s s5jn>^«‘& ‘eaj^aj-'o’O^ adjd’ 

aa ficoasepcpejb^as (1537) g^s^cpcssa© ‘tfoi^ga«y> S)«psSia«j5o’ 

e5>©^a iiiga (1509-1520) 60&00 3©>sj. 6 #di>a aoiiSoeo aa^ aasco 
2o«r>-ex»{ij^25o 0 »«sn»oa ‘Sesgas® a«j^aja“’sa ?j©a ^osa-aj^. 
sjjaS a^eu'a»n»o5; gatf^o w«3, aao, a^^, ssjejjc gao»^oa bs®eo. 

■^^jsci^o5*ao, 0 Soar»a^ ^^oaatM ga s®a^^aaocpa^ 

«ajga5 ‘s»a^gajep»a’ ‘ga|aa»^’ ‘gao® acpaja*’ acocb^ota 

sat3oi5»©3 ac^aaaa aa^cssso^ ‘sagacn* 

?j 0 oaja*(a^o’ ^ggasatooS^ ao' 2 &a®o'^dSo. esa^ssj^-cr'O:)^©: 32,000 aol^aoj, 
a^sa^sejoaorc® 9ai?bS^ d^ssj^cssjcso, ^otpOoSjocss, 12 ?^^5s®©J, 

■Sogtj®[a ar“a®iS^^o, ag© «7»a.^ a®a® ^©ocp©j (ft«S0Doo°©5?) 
«>a^aj®cr»c^ aoja &as gog 3aj?b aoaos^d 

■3^aao€r® a^cpdao^tg aoa^^a, s»i:Tjo, [>g^tJ, ■^^a,s<'o^a 

§pa.^ gatpes^spcoeso (1053 ad). tsaaga (C1150) s»a^ga5er>aaDao, s»a^a 
iSbCb^spitto; «a^ada^ (12/13 c) wo^aga«r»a« 3 Pa 3 a»*ao; ©g^a ga^^^ esa^a 

(a!ba'&. «5®© ga:)©a®s7®aj’%fc^aj gr>tt gacpS^o^aia*'^. «>o>a 

"saa ‘wo(asao»ao®acia“aj’, ©a^ajc3i>^ ‘sagaipa^paia^a)’ e>a©cgJ5o. 
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Here flourishes T5llap5ka Annayarya’s son, Tirumalarya who is the 
preceptor for all. I am the eldest of his sons, Cina Timmaya by name. With the 
permission of my father and bowing to his feet, I will enunciate, for the pleasure 
of scholars in the sSstra, the great scripture-like teaching of my grandfather 
commented upon by my father, in accordance with the original and its commentary 
and in the form of sequential Telugu verses. (16,17) 


Com; The word ‘pitSmaha’ means Brahma, the Creator. The compound 

padakavitS-pitamaha means the creator of pada-kavita or poesy of musical 
composition. This title-like compound may originate either because of the creativity 
of one’s compositions or because of their sheer bulk or quantity. To say that it 
is a title of Annamacarya, the question as to who conferred the title on him has 
to be answered. There does not seem to be any evidence even to say that Saluva 
Narasinga Raya, who revered and patronized him quite for sometime, bestowed 
the title ‘padakavita- pitamaha’on him. A.C. merely states that Narasinga Raya 
listened to the captivating padams praising them as ‘unseen and unheard of. Cma 
Tirumalacarya (c. 1537 A.D) luiew about the presence of ‘Andhra 
Allasani Peddana, in the court of Sri Knsnadgvaraya during the period 1509 - 15iU 
A.D. Familiar with the title of Peddana, Cinna Tirumalacarya, perhaps, thoug 
it fit to call his own grandfather ‘ Padakavitapitamaha . 


Brahma the creator is said to be four-faced; and poetry is classified 
into four streamr^Tmdy «u (oxtempore. vistara (e«l, (the wonde¬ 

rful) and 

plamaha’ elc. However there ts «a“e“ " “are LhaLm^^^^ 

pitamaha' is justify m the “,„„3aii in dvipada metre and 12 Satalas 

32,000sanklrtans-RamayahaendSin^raman^tm^ prabandhas tgita 

in Telugu, VCnkat 5 calamahatmyarn to this. In Tel^ 

prabandhas?) in many ,. inscription (1053 A.D) was ‘kavirSja- 

NilraySna Bhatta, mentioned^and^J^i Ldhra languages. Baddena kavi 
sekhara’ in SSnskrt, tnaiasana’ and was referred to as kSvya 

(c. 1150 A.D.),callcd helfthe title ‘Andhra kaviiapitamaha . It 


36 



l^§®* 

T*e15>a, ^«0, ■^•T'-O, ^lr»<»S, esSj^^o, «oj0o - sijS esS^gS) 

3Sr^^:pe5a. ST’S^O O'aj'dSJO gO^off* e^O'^PS^ao 

(&i5c). a7«aj^a ssotSapca esOl^cJSso. 'aocbgoa'S^ 

63^ io^a^s a*a3sr»cs3a>3 ©^sT'S.^ ao'^os^aj. a«^og§’a3^;5gr»e ‘«^j5n>ic<> 
ga<r>02)c»tto’. ««So^iS e^ws^ ©coo^s «j»g>g a;3®cbsS3er>cr'0b^e&) gr>a 
©^«7»fct?aottgo 3S3^ (7-11-1537 iT®aj) cpft‘6g3o2ba Sl^oOspas. s»r!» 

a}da tr»d®ccoS ©^^SSJcSa^go Seo^T'a.eo 3e>?> 6oatoo Soo'S^'iSj. ©a 
s''^d33s»{53a5 (3r*«^«a&r»a. 

SD»^e»fr* sa^o5^ ‘sae^e^g^c»a33«»’ - ‘««^')fc3oass33’ ©^^sjjao aassw, 
(aooassxi ©■3sa»e» aar*spes:»e»n» sy»a63atoo nsaaoa*©. 

aaj^^s* aa^o€r* ^pr^js^ej^j cSsgjoPSj^jjjaj ©oos»6'y»(^jS3^ cag»v^,o 

3©!b;s«3®c5a ^^tpovT®®. ?pao ©©"to jS3^a5»5o; ©a ^j^goj^soTT* ^cojoa. 

ifgo, ell's©, c^, Aoao ©'^sr»t3a ^gss3©7?> 3a5®asoo, xits^oS^ 

a33i^§*ao©, g©t35* ■csp'fio©, 03a-cir*a*oo, a^goj^.^* ^iT'S 

*o©sso jssjsas^gj as®o©, &^^g© geDKjifo©a. 6(^s®aj^ aas^JiS ‘c^’ 
©aJjo-cagootojoa. s'Ss»;s3i5sa©^a ^©lacssjssis^'^js ^s^dsa soa9©a^^ 
oa®^<5Jss©77» aj'o^o'So o©ag«©a^©t3 ja'&cxiio. gs©^a ?j®ao^a3. ?pr®a©'^a 
ga©^a>. (S^J'a 1 p 5* ^ os*, Ser'5*0S «»S t»o©S»6g30 ©©(d^dSj©. 

sa3SP5*sa^o€^ ga ‘as oso^csi)’ n» a^s'^^so. as ©ojsj 

er»-cr>03^:5 a^f oosSjocSj^, asfiss^dsb^, ©jbSjofe^^a, fisj-»^6i|^a, asosj^, 
aSj^ OSo^S^, aSj ©OoSjodSo^ors'S’, SsOoQOjSl)^ ©cSa^©n®S', ©OjSjo - ©iS 

t)05* scsa*o©sao 6©a. 

« d 

sa^iSs* sa^©s^ ‘sosj'sj'j^csassj's*^’ ©^-5*0 sosoSm ©©"t© ©a^©, 

«9®*'3^ ©SJ'ji^cSoSm ©©"t© ^a©, 6S^go, 

So|50»d33© ©a ©(gao. SOST’Sj^j^cSjSo'S 3a83©a»a§ S'eo'Sa©, 

■^S 6S'^¥©, So©v^S©|SC3®dS:o ©'3 SoJ'ajOs*© ©©^^cSJ'acr® S3a©03«r>co3, 

^?boij»©©3. a®sg3€» as©g» s-s^so© ^«ii*©ss-s©j. 


37 



Along with this, ‘asta bh5s5p3nditya' (being a scholar linguist in eight 
languages ) was well known in Telugu. Appakavi (1656 A.D) enumerates (1) 
Sanskrt (2) PrSkrt (3) SauraSeni (4) MSgadhi, (5) PaisSci (6) Culika (7) ApabhraipSa 
and (8) Andhram as the eight languages. Mallikarjuna Bhatta, author of a part of 
BhSskara RamSyana in Telugu was ‘astabhSs3kavimitra’. It means that he was like 
the Sun among the ‘astabhasSkavi-s’. According to the inscription of Pencukaladi- 
nne, Nacana Somanatha was a scholar in astabhasa-s. Nis^anka Kommana also 
was ‘astabhasakavita pravina’. Tallapaka Cina Tirumaiacarya, our author of 
SankTrtana Laksanamu , has composed a dandakam in astabhasa-s and had it 
engraved on copper plates on 7.11.1537. So it is probable his grandfather, 
Annamayya, knew many languages. It is also one of the qualifications of a 
vaggSyakara. That in verse 14 the words ‘padam’ and ‘prabandham ji’ used in 
the compounds ‘padalaksyalaksaijamulu’ and ‘tat prabandhamu’ mean the same- 
thing and are synonymous, may be noted. 

In verse 15, when we understand bhavajna-s as rasika-s the implication 
is that they are knowledgeable in Alahkarasastra which may be called rasa- sastra. 
Modification of mind is called bhava. It is in the form of excitement. This 
excitement occurs as a result of auditory, tactile, ocular, gustatory and olfactory 
sensations and activities. The distilled essence of this excitement is called rasa. 
Fine arts try to convert our awarness of mundane sensations into a bewitching 
enjoyment of rasa. There is no emotion sans rasa; no rasa sans emotion, (na bhava 
hinSsti rasah; na bhavo rasavarjitah). This is the thinking of alamkarika-s. 

In verse 16, the author calls himself ‘Cina Timmaya’. Cina Tirumaiaca¬ 
rya was variously called Cina Tirumalayya, Cinna Timmayya, Tirumala DIk.sita, 
Timma DIksita, Cina Timma, Cinna Timmanna, Cinna Tirumalayyangar, Ciru 
Tirumalai Ayyangar and Tirumala. 

In verse 17, there is the phrase, ‘paramamnayasamanamai’ the compo¬ 
nent ‘ paratmamu’ carries the meanings, the first, the best, and the most important; 
similarly the component ‘amnaya’ means the Revealed Scripture (V6da), the 
Teaching (upadesa) and the tradition (sampradaya handed down from teacher to 
disciple). So the phrase can mean the Ancient Veda, the best teaching or the most 
important tradition. All the three meanings are correct and good. Readers may 
choose the one they like. 
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1. a>^ir><ua iSiOg’S^ sr>to^ 

:^oA« 5 ■r>v^|«o5r>ea ©Sf^Sj'oCP®. Cdikik ‘^o^<5P^’ g^. £>» G-^^s^oo 
(l.sjp. 100-(l.«. 300. SlsO^s^ejo esS) (spo-CS^. e3»S§ 

^oaxsOo-O ^oAtS^oJ'CP^oSr® 5*®e^o ^^oOo. ^«7®®, 

^oSkT'j^S^eo^S^t.g Sejj^SP^ ePS (^o55®ea S^Sg^iSj.) tJCsSjaiS 
^oSo j3^S-cr»/<-€PC»o^ ;SiJs5aS) epgo iPO^^^o 

Sogo^S (^oiJSSSjS) i^GQiik g®^iSS5^ «p^tJ»S§ ®SSS®¥o6oa. S^S JPts^ 
S5?i^0 aCbcPo^e»,’ »^S5^eP^5iP>0»oj fT’S^SO^o^ 

ga£3ao«Sio6. ©odSj^d OJSg* a-g SSjSS^iba^eS^ 

£^CPJS^pgo §®3*e), asoku. S®3'e>^«oaog^c^»^S5. aSo («o$o So(«3»'Si5gt3 
242 §^s»e)^ oOo-aoa. ^ il.g. 3-4 «. ;pi3as 8jr»s^cb. k&orb^ 

o V —^ 

iscp^sa. (I. g. 5-9 g. ss3e^^ssa^oaotj»&. g®oaci> |l.g. 
5 ^€Pa «■;§ ^5JS»^€P0b. eSCP^Sa cr»«3g^ «?ae>S3.iy>0aoO»S:icS 

(1155) ^ftjiSjJSi^tSa asK^g JSj^a ‘jSoAiSar'CoJSjcl’. as?i^g5S5^ao -CP^g^^ 
§^£k>gj. (I.g, 1134-43 sSia^>®oa;3a»s3». w'^a 
‘^oAeJ Soq»g5o’. SP63™eoaj ^0«v^cr«i3>. (I.g. 1175 {^o«S5SaiSPaci. 

(SSig'Si^s ‘soAeS c«r>^g5o’ esuiiscp^da. «^e^^;§)ao gg. ^1.55. 1230 

j^^PotSe§) iSigJ5. 6ia§ S>o?liSX»d^e»ao ‘ciiO'SC’cSj'^ 

1380 (^o.), ^Sj^(S'SjS(Pdi>« (^1.5. 1446-65) e#^^S Scp^o^S^ g® 
^P>(klk ‘gepsa’ es’^ jp-S'Cb. ‘Soft«jaJSj<3i>>Co’ 

k^orb^, ^"iSo^jSiS, "^S^otojoa; t>one^iPoi& ^«oqpa^ <5'©^03P 

«^g 1140 -1380 jl.g. ca^STP 

54.3®^ JSo^Saplo^Sqg^csg^ S»oA«50€P^gcr»aj^, S>oft<gao^gJl>, SoAtS-ClrocPSSocSa, 
soAtSSocpscp^j^ 18 aa^o^ goS^S^TP 5 »;d s^o'S)^^ 3Sj^ei>. 

2. aog'Sja ^JSn»ao€^ ‘(Ssooo’sj^a jpas'^si.o. ipca^xi ^oh&ku 

Go£5o^^ rpdSjgqgj^cso^ ‘08Joa?P^S 5^45*’ (SoA«PO®^cSi) 4^-34 ^) 
©S(S(SP>?io. SoAsOCPj^ggo®^ 0tjoao, OP’Sgo eslS 

axr»a3ar“j_ ^g_oS sjep ^s^oaoa. 

cp;^^©« ^5p(^p ^Stogo 
J&o^l^cSSoo 05 X)i 5*, 8P>SgS” 


(s>oft.6tP^. 4-6) 



1. In verse 13, Bharatam etcetera includes certain other treatises on drama, 
dance and music. Bharata is the author of N.S. The work is assigned approximately 
to the period 100 B.C.-300 A.D. This is the earliest available treatise on dance. 
Music and literature are dso'treated in this, in so far as they are relevant to dance. 
Though it is known that SilSli and KrsSsva, the authors of Nata SOtras existed prior 
to Bharata, their works are not extant. The word ‘bharata’ is sometimes ,said to 
mean an actor, one who could sing with bh3va, rSga and tSla. This makes room 
for saying that Bharata is a fictitious person and that N.S. is a compilation of the 
work of many writers. However considering the fact that N.S. is remarkably free 
from inner contradictions and self contradictory statements as also its keen powers 
of observation, one can believe that it has been composed by some great man. 
Next come KShala and Dattila. KShala’s work is not extant. Dattila’s work, in the 
form of a gist called ‘Dattilam’ in 242 slCkas, is available. This is thought to belong 
to 3rd/4th century A.D. Next comes ‘BrhaddSsi’ of Matanga. This is assigned to 
the period bestween 5th and 9th centuries A.D. Some think it to belong to 5th 
c. A.D. Next comes’ Sanglta CudSmani’ of Jagadekamalla, son of CSlukya 
SSmeswara. Jagadekamalla was a reigning monarch between 1134 A.D -1143 A.D. 
‘SangTta SudhSkara ’ is the next work, composed by HaripSla MahTpSla who ruled 
Saurfetra c. 1175 A.D. Next comes the famous S.R. Its author is ^SrAgadeva. It 
is thought to have been composed around 1230 A.D. Sarvajna'Singabhupala 
(c.1380 A.D) has written a commentary called ‘SudhSkara ’ on this work . Again 
KaUinStha employed in the court of DevarSya II (1446 A.D - 1465 A.D) has written 
another excellent commentary called ‘KalSnidhi ’ on this. S.S.S. of PSrsvadeva 
mentions Matanga, Bhoja and SomSswara; and it was Singabhupala who quoted 
PSr^vadeva for the first time. So the work is assigned to the period between i 140 
A.D. -1380 A.D. Among these, the author of S.L. expressly mentions S.R., S.Ca, 
S.C and S.S in verse 18 without mentioning the names of the authors. 

2. ‘Prabandha’ is a particular form of music (gana visCsa ) in bound 
indigenous music (nibaddha d£^i gana). S.M. gives expertise in singing prabandha-s 
as a qualification of a singer (prabandhagana nisnatah ) (S.M.Sang. Adhya .4-34.sl). 
S.R. gives three names to the form of bound music namely prabandha, vastu and 
rupaka; 


‘sa casmabhih puraprokta nibaddhaihtvadhunCcyate’ 
samjnatrayam nibaddhasya prabandhS vastu rupakam’ 

(S.R.4-6) 
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‘(3e3o6*JSP'SSoJS^ S83g^^OC5®(<JdS5S5’ («»OS^oo. 4-1) 

eS3S\e3doa, !ii3£^ ^SooO^go hit, SPti^j (^oO®oSo «3»tt83ik>0a;5^a. 
W)t> ^a^S8300»eo, sy»d3^0£»C5»e», AiS’^cJSiiS^SSJHj, eSJ'SgSSo'Sa CPn»o^ 
- {ir»ss*©^ wePS^dSoS^ tS7»Ss»o^ ©©"to t,Sd«oSi 

SkSSsStoo-as cr®««r»«^5* ©«3»5o3c5i)^tto. SS^-JSOS Sj’j;® 

oPdSoiSoab^j^a. js&iStxsOJ^^s ssos (S6»o®S)i ?);sj^^;s(S8x>03^fi.o. 

3. J5cj»^cdJ^ J3d3^ s-g3<5on» ©S^SSidS?^ »o»^^ao€r« adSe^o 

i^dS ©«j*s»^©^ ©^SOo-0 0 ®;Sj 3JSj?b€i^ [Kocs® 

sl' ‘©SS5«:oO-aab§jdir*3^’ aj-»-0^od5iSSSdi)j. («05SSa.c!S30 SDJDot3, «iSS©g’5Sj 

(^cS5L>e}2^«&^^&? £)^(SLr®©^o§^!&o ^dS:)e)£k>«JbS^&? S£^c&0o37®e3 
S®o ^ouod$o «Do®ot3a? ©^ i3®*33 ‘©^aodS-dSi&^dSjo’ ©otJ®0c». Sol^iS 
5P'JSigSC»5)§ qgj^e^CP>e» D2i.diio, SdSCiC^ jSSj^ssiSo. ^O^^iSS«PSSo 

^otxsd^o. (J5S3»c»0®5oStoiiJ§)3^;5 SiiS^^P (tr*e»'3 ^p) ©0s»d!b'3. 

4. ‘©JS^«C5»0’ &-gi3. ejg^O » 05 )^JSr’ 

(dlS) s)odS:> ^odSo l^dSo 20 o^+2?b©}^c», 2d®£So So^-h 

2?b, 3d®dSo 16o5iJ+2X5^^ 4d®d5o 12o+2?t>. 

5. 2dS)^£^ SdS^o qg^oS^ (Sa^SPg^o. 0®dn»© ^^^ol!J»^^ 

ao-o;^ «o(d ©iSjjsjdS* aoj'o^Kods sps®^^ ©;s3»©ap scban® sds^dsj'sofi' 
«’v^woSj jSxSSson® 3^Jii ©Soofi^ ©iSj^SSxaSo^ (rtoqpSS 6JS^^^ssr»dgd^o 
& 5 I «5J^©on» Assess 3«)^iStxa5^oa. ©JSj^SSocSSj^ So5^j€>jJ[odJo 0)i5^s»'^d53. 
CPfiS aja CPSCo<*6g0c»o ©au»a§ Sggi^cao^P ‘sSCoaV S^^WooSSo 
^sx^•©^«ois^g^SJ’»^ d®i3ajaj^«sa «aagj-»c* ^^^^^!o^i^ss}& ©e>(>dSjo. 

6. iPg^o©o't3 aed&alS^ A^«o5* JSfiSjaSlPKo. ^ 8-'ISdSos»SCi>j. 

aco»cj«ocr»s»Sdi5j. ^DdSitSipaS vSa^dioaf*iS*^. ;3dS5*j^S)s®o5 3a^oos»a^i>^. 

xS^ifoaji^ ©©(^dScio s*oa^g;>ocp ^^ 7 ^ aocp®. 
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P5rsvad5va’s S.S.S. also gives the same names; ‘prabandhO rupakam vastu 
nibaddhasy5bhidh3trayam’ (Adhi 4-1) Among these, the word ‘prabandha’ is used 
in the case of gita and vSdya . That means there are what are called grt;a prabandhas 
and vadya prabandhas . The name rupaka is used in the case of alapa and certain 
prabandhas. Alapa is of two kinds: ragalapti and rQpakalapti. The latter, rupakalapti 
means alapa for a song in the prescribed raga and tala. The word vastu is also 
used in contradistinction to varnaka. Vastuprabandha is distinct from varnakapra- 
bandha. 


3. The 14th verse, one may say, indicates the ‘anubandha catustaya’ 
(the fourfold correlation) of S.L; both his grandfather's work in sanskrt as well 
his present work in Telugu. The subject matter of the work, its contemplated utility, 
their relationship and the readership for whom it is meant, constitute the fourfold 
correlation. Here the regulations of pada-compositions called sankirtanams and 
examples of the same constitute the subject matter. Acquisition of knowledge and 
ability to compose the sankManam-s is the objective. Their relationship is that 
of the objective and the attempter. It is addressed to all those who are interested 
in learning and equipped with good powers of receptivity and retention; even boys. 

4. Among the uneven verses (visama vrttas) in Sanskrt ‘amrtadhara’ 
IS one. The number of syallables (aksaJa-sl alone is important in this metre. The 
first line consists of 20 laghus+ 2 gurus. The second line has 8 laghus + 2 gurus. 
The third has 16 laghus + 2 gurus. The fourth or last line has 12 laghus + 2 gurus. 
The author does not mean this verse. 

5. The 17th verse constitutes the statement of the author’s aims. It also 
suggests that his work is as authoritative as his grandfather’s when he says that 
he, having been permitted by his father who had written a commentary on the 
same work , would follow the ideas in original in their sequence and .render them 
in Telugu verses so as to please the scholars in the science of music. Aimamayya’s 
work is not extant. Thou^ it cannot be said that the Telugu work is the translation 
into Telugu, the author’s intention to follow the order of sequence makes this work 
also as much a scientific treatise as his grandfather’s. 

6. ‘Vakya ’ is defined as words used with the intention of communica¬ 
ting. It may be a single word or more; it may be addressed to one who is present 
before the speaker or to someone elsewhere. But the meaning should be self- 
sufficient. 
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7 e^cjo’ o»«dvg i)is« 

0saj«7*vPJSj^ do{4 ■2i6®0i3Ji>«3®iy®O>^S5 ©S^JS5<3SJ^r!»Oc> 5o»^j0o€i^ 

(iJ»J!>iS sesqs^o («0J!5»Sl jp^^5ovSS>5r»aS 16, 17 5a»^e» 3§iSS^S. o»<!i 

d^S 0^©CbJS3€7*^C}^ «l2a>^S5 0®^d®5 

:i}«oo ®;!sjssr*^«c ^|«ss»i33 3sb?be^ ajscsn» p5>^r>ttj. acsasso 

TTssoa^sS^as ao»aj^ Trosoaspaa 3sp© o^ao^^go 

aja-a-gocKjai, tt&^?5csa ©esj^ocsj^ aaj&s3a'3oc«:i5’’ ©■^aa^o<?* 
iias&ajs7*'cr»iSj^ 3;s3o(a ©iSj^aocJigepiS o»ajs^cr» ‘i^on»a 
‘2iCT»K^25a5a7»©s»A<r>«)j’ oaoa^s saga, ©a^sjcsig e^o|«oa» 
ii liadgjSjcj’a'Cb^aj jjpdSjSo wds^ago aaolba 6a^ tt’cspjjj, 

j5fcr»a^oa. 16 sa^os^a ‘©ogj^"’ ‘do^a dsbaiSaasua’ ©•^ar»toeu aa 
sccsjc’cpcb^® ‘sol^a e^g^oSij’ caoSia^tSl ©aao Si§j§)a37i:» aa^tx 
sr»a>ax. «i[«oao sos^^ao^a a:j^(«oa»a^ ©ajsaoa &dt>t wcssoa 
w'aj’aoa 6iOtj»a'iSa s^^o. 
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7. Verses l6th and 17th tell us that Cina Tirumalacarya’s father was 
Pcda TirumalacSrya and that the latter had commented upon Annamayya’s work 
in Sanskrt. TillapSka Cinnanna (Cina Tiruvgngalanatha) was the younger brother 
of Cina TirumalacSrya and he wrote A.C. in Telugu in dvipada metre. A calu verse 
of Tenali Ramakrsna ( in Telugu ) states that while Cinnanna respected dvipada 
composition, Peda TirumalScarya respected padam composition. Peda Tirumalaca¬ 
rya’s commentary on Annamayya’s work on Sankirtana Laksana in Sanskrt is a 
solid indication of his great interest in padams. Like his father Annamayya, Peda 
TirumalacSrya has also composed ‘sptgSra sankirtanamulu’ as also ‘vairSgya 
vacanamSlikS gltamulu’. The words ‘alaru’ (exists happily! and ‘tandriyanumata- 
mbuna’ ( with the permission of (my) father) indicates that at the time of 
composition of S.L. by Cina TirumalScarya, his father Peda TirumalacSrya was 
alive - The implication that the latter would have approved it only if it was in 
accordance with the original, is obvious. 
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5ii S5:3*S5<5S50«3?b ai5»o0C3»<Ji»o 

&II esjssddaj »oAa eo^^se (Saoo»a®|dS5ss»i5 &£ss>aigcott3Soo 
a«s»-oa jsofta vSo(as»^52.® as^ec^tx&Sb^ctjossM 

««fcoaa^osi»es‘^»^ soAa ^B»2i3t3Sc,t3e»^5®t» ssdsssxi 
JisCJogO ^^io^So^»So£S3 Sb5^6C3ea£*o4S5Coi5Sto 


?lii A lion's coo3;^cfc5Sa aoj^'SiS 30 a 
SSooeSaCeso-CS SiodSi OJSjo 

■Cir>« Stooijs® a2)Oi7»Si> 

S^OaSUOg) ^ cS^dSoSU SdSaSU 18 

ar»ii »olo,JSao^ 1biSs5* ■»« fT’ajj ao»o0cj»di>o :)cr^t3dSot3 

3^aoo. a* ‘Sis’iSs'^a ‘»oAaoo»^g6o’ 0t»cj®cJ®^d£>o5^ sa^esdoa; ‘soAa 
^2.®^ aJrj^s^o 3«d5o ^SdSjcj&oa; »ofta ■^so^ag5* aoJsaoS 
‘ftoAa aiJ»C!»^cS’5 JSdSo acogj^TooS ; ‘SoAa ai50®gd5b’ 6*^ 32»^u&o&. 
■»« SoAa ^«oI3J“oS^ol3S 5Sir*e>^i3 iftSif JSs^SocS ^to£4r•^^oS* 15 «C5*^ 
<35jo€^ j^aeso, ■aj’esdso, aeoois jsdso .swesss «^c» 

vS<&U&0& -aiSdS'&. 


ir*^H«ofl5g^ sofca'&) aaasa, »o0D»d5io sessc^a 

c3»ds>«5oa »oiJs*iS5. -a< aaao^ac5*css^o ijsoasfi 

asofi a^a^o© eaT»&cJi»aja 3 j^ ■««aa»aj^ ?b0oo aoAa5o»^gd5o, 
aoAa ao(ag, aoAa ■ar'o^ajrf, aoAa ajq^go© aot3 ^,^^«ol!5*«» 
s^^dsjotoj' CPS asaa^a ?t)dS5>ooacp^a^ aj'a^ap^aj. 


1. ijjeao «oto 3oaaaja (adaoTP aa^oesjifcaj^ j3r»u^4n>^o. spas» 

©aessio s^a© «j«^goc9'C^©6*ao®ap«» zipiSiS* aa^tsS^* ao£3©0oa 

S^, Stsoas'a e^cr»e» aSrja eq»^cJi)© 15 e»a (Jioa^ 3>;^eSs. 

■^dSd s*%, fi'©tT»o», »6r*c® ax)^aE9o5* oft^a^^a. S»t33* 

s^a»|ae»o^ aj'jd'^ aa^cCs© 15 »o®^csi)©€^ 6©a. 3 *©cpo3o aC^c* 
a55(ac»^ 14 «9i3»^di>©«^:;5 aaj©a. aoa |Ao«go, s^aaj(aej >e 

'^©aa:^^. 


vau«^ ^3*62: 

&©« goac3»'3* a^oa^©oa«g aocssoo^,* 
aao©cJ»« g^s»^ at5§p©c5»^ ar»o;j5Pii 
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Verse 18; 


Tr. The great pada-tradition called Sankirtanam is being explained. This 

pada is spoken of in the chapter on prabandha-s in the beautiful work Sangita 
RatnJikara; enunciated under ‘desaila’ (desa+elS: indigenous ela ) in S.Ca. ; its 
corresponding work S.C. also waxes eloquent on pada; S.S. also gracefufly includes 
it. This padam has been treated and defined under various heads like vrtta, cQrqa 
and nibandhaka in the 15th chapter of ‘Bharatam’ which is the source book. 

Q>m. The author is making clear in this verse that Sankirtan is padam 

4md sankTrtan tradition is verily the pada-tradition. Not merely that. The hoariness 
of this from the days of N.S. of Bharata and the uninturrupted nature of this 
tradition is spelt out by tracing its treatment in the N.S. and the subsequent works 
S.R., S.Ca., S.C and S.S . Thus is the excellence of padam established. 

1. ‘Bharatam* here means the treatise of Bharata, i.e. NStya Mstra. In the 
context of vScikabhinaya (verbal interpretation) grammar and prosody are also 
dealt with in this work Ijriefly. Our author refers pointedly to the 15th chapter 
where vrtta, cOr^a and nibandhaka varieties of pada are dealt with . Today N.S. 
is available in three editions, namely'the Benares edition, the Bombay edition and 
the Baroda edition. The subject matter referred to by our author occurs in the 
15th chapter only in the Benares edition; in the rest of the two editions it occurs 
in 14th chapter. Clearly the version of NatyaiiSstra available to our author has later 
formed the basis for the Benares edition. The following are the relevant slSkas: 
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T_»c) ar or# 

«£f|« CSJ»esa‘t>^3» ^ts&n 

«|i5)S56 IS6o ■C5o45^?65®'O^SdSj®»j|^5Si 

^cssjo tu^tu 

ao<SS5J^o cSSj®^Sj4SSSSjSj*SS 

So£5o&i Sfio^diio iSar»c»S<SS>0»«SigSii 

o “sr V <s 

£>5S© i7»;y»eaod3»^» 

<k»w 

•CS&OjI^^ ^teSi^o •i5o6®S^^5)0®^5’ii 

(;T».«».t56^c» S»(ac>o. 14 tjQo^-38-42) 

e9o^.T»«S>. (e3ff®cr> JSw(^e>o. 31 

hif 0§^d JSoiSSS^oir^ A«So ^JS€5®0»<5gJSx(^^C9gS3csj «>S a%S*b(S^oK 
‘ aji^tsdoa. ne> ajdsj’^^jso'ajis sao; S0 

23“^ ft's aoA«s<?»v^3e3’^oSoes3 d;3 ‘aoA« ^(QS5»’ (I.«. 1625 ;§p»o^^a) 
*9^ l^odiSoS^ t»^JSC5®a^o7Pe» «psao, Saatto ©3 ISoSoO 

s®e>S, eSao ‘s6do’ wiSattiajoaS)# ZHaeSHood) ‘ali»6«So’ €s;!i3a2So«fcoaS, 
3ja Si^oSS ^icSlr*SS3*SS3j) <»ott30«S wj5SC5®CS>©j^ SaSacgean'"^ (^(StP’AoCPeja 
(•CST’SSo : CP'.Sj.dSj^r.fcsS'. «i^^CP^rt»0 BeoTb. 

1161-16 e9<5 ap>_^-02 SSiOcJiu 890 ^u) s»aO aoo 

i^o^^^s»e)o;&>o& «9S%^Sj^or!» ^?bab;3^^. 

2. jKoiSS^ SoAB j^oJ!5®e> "SOcoa^ 

^{KoO»e> ^o’5>& *r>t5 S»e)^g^^J^»&J^ 5p»i3o-C5^e3ci. "iStSo tjgftfoa 

SSa^Sj 6’CbSjifciS^ («o«So (woto w&’So?®S»€> 

\Ko^o) wotJ’ib. Sioo£i> ‘mSiSSOBo’ ‘5^g(50ao’ 

3*^’ (12 "^o^S®© (?5o$o) 6o'Sa3 «>© cooJ^tki »o^S^SS>3 ■r»i5D»B3dSj33 
‘tJ'3^SS»«s’ (^l.«. 1175-1250 (>o.) Sb'SjKoao SSo Bew^oa. 'SiSo 
(5*CbS3B5;S^ |l.:^. 100- 300 JSiacS'eJ'aS BoaoCS aS 

^o-CSivP. 
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‘Sbhih Sabda vidhanail) vistSra vyafijanartha samyuktaih 
Padabandhah kartavya nibaddhaban^astu cumava.Il 
vibhaktyantam padam jfieyam nibaddham cQmameva ca 
tatra cQrnapadasy£ha suvibodhata laksanam n 
anibaddhapadam chandahstadhacaniyataksaram 
arthapSksyaksara syutam jftgyam cQrnapadam budhaih II 
nibaddhaluara samyuktam yatichch&da samanvitam 
nibaddhamtu padam jfi£yam pramana niyatatmakam E 
6vam nanartha saihyuktaih padair vama vibhusitaih 
caturbhistu bhavedyuktam chandO vrttabhidhanavat E 

(N.S. Baroda ed. 14 Adhya-38-42 Slokas) 

Not merely this. In the Tala adhyaya of N.S. (31 ch. Baroda ed) in the context 
of saptagita prakrti a grta is said to be a form of worshipping Gods and that it 
brings punya; that it is called padaniryukta. A musicologist by name Vipradasa 
in his Sangita Candramu (Prior to 1625 A.D) says that asravana and other 
subsidiaries pertaining to hymnal composition are of two kinds; namely apadam 
and padabaddham, the former being called nirgitam and the latter bahirgltam. He 
urges that as bahirgjtam pleased aU Gods asravana etc. may be used as padabaddha- 
s only. (Vide Natya ^stra-Tel.tr. by Dr. P.S.R.Appa Rao. page 161. Foot note 
16 and appendix -2 , page 890) . So padam as a hymnal composition continues 
uninterrupted from the time of Natya Sastra. 


2. The author has mentioned, in this verse, names of some musical treatises, 
but has not mentioned their authors nor are they in a chronological order. The 
N.S. available to us today, is called ‘satsahasri’ ( a work with 6000 sl5kas).From 
Saradatanaya’s Bhavaprakasaka (1175 A.D- 1250 A.D.) we understand that there 
was a bigger work with 12,000 slokas called ‘Adi Bharatam’ or ‘Vrddha Bharatam’. 
It is estimated that the N.S. extant today belongs to the period 100 B.C. - 300 
A.D 
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«S0ie3«da ‘aoAa CST'JPJSjrf’. -»<'S)03§* 5T»e»?b («oci»eo S^SsoeSoCSi 
^^coj. es)Odi>£^ !£oS^£k> iS&oh&S^ LddSsoto^ 6SS^ 

e-StS jaS^C® £.6cSS50t3^ zt^ur>^tSS^ 'SoISJ’OjS^ 

6oisr*t3«^ g^ijiSo 3©di>a<5*gt3 (P 1298/1) . zsK^SSa^a t)0i5^ 6o^a 

fc,gt3 (P 5081). 3»0d»o JSsSj'd'eo^. "SCuS* Ad^a j-2i3 (P 105/1). -»« 

SSiJ^ttj(«oO“e) ^(peo «r'd»aS Sossoao-D^SSa ‘(Ssjo0®o’^?b6oa ttSS) 

^eo^cS^a. aS^CP gJlCS^SS^ «Ss<JdSr®d®J55^ 

3e»^iSj^a. C3®S (SS"^ S®5*e» ssK^giSiwS "SjCjS* Softs iT®og «?s*aSb, 4 fc, 
aP-Oi (SvSjOoaSPd:. 3{a 0®dSo63oaSJ*(S'&. ^a ooaojosn® {PC^SS (SsxiCJ® 
O&p >as« 0 («oaesosafts csK^SSo^S 5 ^gCir*© SoftSCSPCPiSscJ SOe^ 
Softs ess»alb, ■^SJ'Ob, s^OSa o^S^oA® 0 *^ 6 ^ S.eSi)^. SoSSbj^Sr® 

cpje5^A»a ‘gtpus Softs d'Oo’U.s «gS*«’ (1 spop^o. 286,287 ^o) 
(gs^e^Aoao) 3§iSj^a. s»a ^a"^ (p 508i) § s^^sg »s seoSsSj^a. 

aSOeoSao®-CPib£e» SoftS-Cir»c®Sjd ssAcSsSs^S^ ®Sa§*SPO. ajSS 

CP£S^S»e)o ^l.^f. 1134-43. as SCoSieP-cpCa^eD 41 Sa^o®^ SoSSoJo'to 

jj^sao^ottaj, «sir>sao ^o"!) soSo 6 oaaotjLP ‘sp*c®S5cS’ (AoaoS^ 
3S^65doaS Sojas^g^ 32)^S®0S jSPdSjOo So - €PSj S^cSSiOTP Softs 
■sj-»a®S 3 eSs vSp»aiSasjS*«po. wo^s^as. softs spcps^rfS scp^s ^Aoao 
Softs sojag « 9 a&r®£p so^^s^a. 

‘Softs Sojag’ es'^ SoS^^S (Aoao 3oao®^dir®o (^C e^S^oo SCgj) 
acp^^soa -s« tSs^g^ Sipss cssipsase^tS softs^sp€!^ Saco c®. aiS". 
cf®sjs®a^ apcpoj. g^sp®asj 3 t» wa Boisas^^a. sosspsjpS" 

SOS^ SiS*^ &S SoJ®o 0 S Boj^Sj^a. iSog'toiJ^S (^ 3 ^ 

S05<as®©<iS>o, SCoSS^^Sj (^r So. 7012) sia Aoa. 
a(Sn®S 3 a ‘Softs aojas»’ ^ ■;£& t«oo®ojg); 5 ® 5 » 5 * Becassaj. 

SCP^B ^^^oao 3®6>oS>tpd®Q5a Softs SoCPggo. ?}a ^l.g. 1175 ^>os® 
aa. S 5 p»S 5 ASSj^'ax>tJ ©acSboU^ Sjr®Sj^S^< 3 ^ &.g S®AS 5 ^ ®©s 

(SB (R. 3082) 6oa. ““ 

estJoSlP^Ba 0S>g'^S ‘Softs Ccp^ggo’. •Pd^'S^ao &ag£. ^l.^^. 

1230 (^oSJ§> cas. -- 



Next to this comes S.C. At least four works are known by this name. 
Three of them are in the Oriental Research Institute, Mysore and they are in bad 
condition. One is known to be in the Oriental Institute, Baroda. Among those at 
Mysore, one pertains to an unknown author ( P.1298/1). Another is by JagadSka- 
malla {P.5081). Yet another is by HaripSa MahTpala (P 105/1). The leaves of 
these three manuscripts are said to pertain to tfla and do not include any on 
prabandha-s. It is understood that the mss. at Baroda is in Malayalam script with 
the author named as Kavi Cakravarti. Perhaps, it is this that has been published 
by the Sangit NStak Akademy, New Delhi, under the authorship of JagadSkamalla. 
This deals only with t3la. Be that as it may, the KamStaka Sangita PSribhSsika 
&bda K6sa in Kannada compiled by Dr. V.S.SampatkumSrScarya ( Vol.I - pages 
286,287) says that JagadekamaUa’s S.C. , an authoritative work on prabandhas 
and tala in 5 prakaranas is available at Varalaksmi Sangita Akadamy, Mysore. But 
it is understood it is only a copy of the above mentioned p.5081. We have to 
presume that the S.C. mentioned by Cina TirumalScarya is that of Jagadekamalla. 
He reigned between 1134 A.D -1143 A.D. As our author quotes only the author 
of S.Ca. (in verse 41 )to the effect that S.C. lays down the absence of sikhapada 
if pallava is there and vice versa we have to infer that Cina Tirumalacarya had 
not seen S.C . Not only that. It also establishes the fact that S.Ca. is posterior 
to S.C f 

This annotator has seen a photostat copy of two chapters ( up to SarTra 
laksana) of a Sanskrt work by name Sangita Candrika, with Thiru .Dr. N. 
Ramanathan, faculty of Music , University of Madras, Madras. The author is said 
to be one Madhava Bhatta. It is understood the original work is at T.S.M. Library, 
Tanjore. S.V.O.R.I Tirupati is said to have a photostat copy of the same ( Stock 
No.7012). Whether the unpublished ‘San^ta Candramu’ of Vipradasa and this 
work are the same or not is not clear. Both are dated vaguely as prior to 1625 
A.D. and 1615 A.D . respectively. 

The next work is S.S. of Haripala Mahipala. This work is assigned to 
circa 1175 A.D. There is a paper manuscript in G.O.Ms. Library, Madras-5 
(R.No.3082) 

/ 

Next to this comes the famous S.R. of SarhgadSva. It was composed 
circa 1230 A.D. 
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3. i3o(ag^J5 ‘^2.®’ 5*«SgeS3S»» SoAa OCPj^gOo^iD 

[ScjoJS^CJ^^dSjlSa JsiiSSS^tSS O'eo. «»C3»^dS50^ SJ'tti^oCS^os, w€>^^o 
CPe»7S|p^(SuoQ»eo, h^oKSiX^H (SooO°«U) CSJ'2SS (2uoQ°eu «p^ %0g«> ^o2S 
•ar»o (a6»55»eo *S)eJ•^S63o^5o’ «»lSd SP’tt|Suocs*^ &<g(J. 

ijet*, gees, ■&)po«5^JS -3 

00*3 5P'^gO»&?) 0^?)* SJ^ II 

(^oA. Oo»^. 4 wqs®^ - 23 ^) 

J30*, gOc», ^ol, Ci^S^oae, e)o«3, 0'S, £)g«r>fe lOSasCi 

|St3oq»e» SX»e(Stx5Q»e»S 3S^e5a«re33ii» oOo. iier' >St'S^o SCSSTifooeSS 
eoiSj^ ^'?o 3S:>«J S6o «S> ■0S©eiiSS3Cn>cr>0:>^o «>ftj><5330, BJSj 

?b5^ ‘qg^c»«5®Sjd’ OOoOS d»«S5 «k>go OSoo gS ((!.«. 1700 j^o) 

SDe©'^ SCPootaJ* «»S SJ'^dSao gSjJbcsoTi® 4o2*SSSoOJ~° ajo® 

“ajS SoAa «r>«S0di>S5je» SSJ'ipftg^ Sp-j^^SSco^o O'K 

O'eSw^o SdSSM^o S&SiSSedSx)^ £)ooS SPS e^g^oS»^«i3 3S^tjfic3SijoJk> ; 
SoiSj "* 

“g^tsePO 7ro*o^0 (C2c«sr»oifo «pSj.«<o 

£)c»s^oo“ ^<JSP ssocp^e) <r»e«j8” 

e9S'j^0j7T»:j)S t ^Sg?ps.o sttssjo 3Sjs-a5jsas^, sipiso -eocsSMogo 
«0(Ss»(«cSi>Sco ®S ■t>0o«oess^ SoSSjo ASSoSSlO cojS SPt^SSog 

se^gswss ‘s’ncs'essoS* ?ipejs3sss^ sp<>'esjo (g)so ?b (ts)ss»7v» Ssoa 
soA^ea'j^gesxi "awesss j«oi!SS»(et>) «s&s ijeo'a S3<f»0s»oo 

8J3S S?iej®dS5€) 0'?iO'esS5J^o SoA^Oa 'dtoS&diooSjT^S «5^«J*d^«SP0oti>S 

e^ooejjS fi'eaa eSot^oS.” (qg^cs.'SS*. 3 w-425, 426,427). SdSo 
SPC'dijogo 3oaS Jjo &a5* 

"a soAi#0o'^geo€r® ‘sptt’ 9ao ^6 s'^a.ssips^aj^ 

9aS>a g®S'$5a jS5®'8g’ So^iS (ho^So "^g 

uL?) (17 9), »oft« ^O'SjjOSx) OOoaS «&o«3»iS S33«0'e' (18-9) ^ 
«s©(^d53'3^ ©ssseo^poj. 5»a gsj^so^ sj9b+3*a=S5Cf»a «>a sei&a 
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3. Since the ‘dgsaila’ portion of S.Ca.is not availabnle to us the prabandha- 
dhySya of S.R. may serve our present purpose. Many prabandha-s, under the heads 
of sQda, ali, vipraklrna and sSlagasQ^ are described in this chapter of S.R. El3 
prabandha is one of the sQda prabandha -s: 

‘Sl3 karana dSnkIbhir vartany3 jhombadSna ca 
lambha rSsaikataJibhi rastabhi^ sQda ucyatS’ 

(Sangrta RatnSkara. AdhyS 4-23 si.) 

It means SIS,karana, dSnkl, vartani, jhbmbai^, lambha, rasa and gkatall 
are the eight prabandha-s called sudaprabandhas. It is the clear opinion of Cina 
Tirumalacarya that ela is padam and that as dgsaila it is Telugu padam. In Telugu, 
Pottapi Venkataramana kavi (circa 1700 A.D) in his work L.S. (3 a^vasa- 
425,426,427 ) mentions A.B. and S.R. and says that gia-s are padam-s coming 
under suladi-s with raga, tala etc.^that padam-s can be composed in regional 
languages on the authority of S.R., that the first 3 lines are called ‘khandika traya’ 
with ‘pallava’ and ‘upa-paUava’, that they should be composed with matrasamaka- 
‘pa’ gana -s (gana-s equivalent to 5 matras each unit, without restriction on the 
placement of gurus and laghus). That a padam comes under suladi-s is confirmed 
by this. 


Kallinatha’s commentary on S.R. says that the word suda is an 
indegenous (desi) word connoting a certain group of a particular type of songs 
(gita-s). Vgnkatamakhin, the author of Caturdandiprakasika (17c) and Tulajaji 
Maharaja, the author of Sanglta Saramrta have followed this opinion. But in 
Kannada there is a school of thought which splits the word suladi as sulu+hadi 
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aj^^oST^OSSsS e-SJ{j)^«^y6 3S^fc30 &oQ. 

‘S0^c»dS3’ o'^ 3a®eo «?'7S*e»?^o §*oi3o iPt* 

2^5 d’toew. i^S, 5 SjS^, {iP'SSo, iS^oa, |®«^to, wS, £)S«3n>^o ©"S J)aj 
arK»«aa^«pc»e». ■»<ar»<f»c55oa5 sr»oja ■a^jatS 5r»‘S«ji>s»«3bOo 

^fr»acr»«si)eci. sp^scpcssjOj, j^eoaoa»a{36 ar^iSseo |sa©iSo^SS>a a^a. 
sjS c5»a^5j*«r'^aS s«^e)ou»oj. aoAiJ«’^o^ ‘a^dar»€)K’ as^ 

saaoOo ‘^o?^’ ©ccooS. Stdooi^o ‘2^a«e’(a) ®033oa. 0830 

i 7 >^ >e«aj^a (SsxiC5»e» ‘^oK’ «g ^3»a0^o5® ar»e «goSJ^a 

!?• aj^aatg s^asdooa. sjos -^scpcwas ‘a©’ a«p a^^oS* 
ar»i:go. S)«p SjoISt? ®'^e6oS^ d»osj "Sjeon* aajjtto sjaoesi. 

‘Jjer’ ?«o ‘'S’o®’ 5goaoo& a-ojoaatio soo^o. s®S3 ®oo 

d»a«ao. ‘‘S'ep’ «tj«as soao gaidJ'as© as»eo;3« Sec^afta a35*as»i5o 

CD C*> 

©a, SO^p^Oo eSft) «9tge», ^ £<S aS btS' [atjoao e9^d®oSo 

®a^ aoaajg). ‘J)©’ ^fgofi^s ¥s^«s aoa^^«si 3 ’^e:^g^e»o a© 

a-c^oa. ‘£)©’ «)';5a paa isp^p sgaoa aa^jaa^j. ‘S)©’ Cl'S "^cod* aoaj^^d 
s^aeopj^seo^ 15 aoao^ :5)^a s-g s^o 6oa. &as a-ss-a-a-csss «cy<>©o. 
6 e^coSba d&j®. aj^paosp^ 19 e9«§)iSboa. «}^ aoaao^^ 9o3?t>^ esa^sa 
*?}©’ es'^"&o>5^ 3a»^ai. ?^CT»©3 a-83-a-a-a. SdSiS^a©. ar»|^o ao^p^ 18 
«^^§)^jboa. Oidga *aaa^ 5-8 toi^ caoefcos 3d®^ai. -^3*0 aoa^^is 
ssj«e«y»^g8o^ aaetoo ‘dso’ ^o© spau© S)«8tr»uasfe8aci. s^ocaPj^sooS^ 
?^oo 3a3?b€^ «5>a^sa "^Oi 

a£!*a5 ^oar* *-.■§ Sd©S 3 aoos^, a^&dSs, sos»©, (aoo'a*'^ 

e-sa®o5* d«c®©a adSsaio 6oa. ■^♦ajoo'^aj©^! 18 ©^s^cp©? 6o*j®cdo. 
»SJSS 3ija te-oS* ^ &So s-scsa. «,£>«» L^^gs. 

a5^s»aj'oaaaaj3©a ^a^ej^oa. ©>© 453^3 6c3®don» 6©oi3©a. ‘aas’ 

ts'S psa ^cgaS a36i», 6c3»dtj ©i^eoa^^oM. (dedr 851) 
£)<>a33^ e9o"£3 a^a §*oa. 5©r“{S3 ©la^^ap Sbwa 6aj^ &«aa e'C©. 

£> 0 ® 987*aj ajios *iKSj^*oaao e-gaad. 3oaaaa©: «sa3^o€^a ‘dsj®^’ ^ts'iSs 

ooC^o^ o CP o 

£)©7t* aj®5oaa doaaap^. ‘dip^’ ©iSa p^Das»©jj) d©[6sj®a^©. ‘a^a 
8^ oPCb ■&«fcPa^©5* n»ao^'^jsr»03. ^©©g^a a^c© «»a©a'fS>a3 

‘cSiPcp^csS’ dsp*^ s®a^©5® ^da ‘£^>a5‘’ Sa^a s«ato. «sa3« ^S> 
«s^©^ apo"?, g35©a, apjbaSj, ^c&a^, ©i"^ p'S^g asp^T^^es^p^cos. 


53 



with the etymology that it is ‘the easy way to attain bliss for salvation-minded 
people’. These are longish songs, different parts being sung in different t3la-s. The 
seven tSlas under sQlSdi are (1) dhruva (2) mathya (3) rQpaka (4)jhampa (5) triputa 
(6)atta and (7) 6ka tala. In Kannada,Sripadaraya’ was the first to compose the 
suladi-s. Vyasaraya and Purandaradasa have popularised them. These songs are 
said to be characteristic in dasa sahitya. In music the word ‘ chayalaga’ has become 
‘salaga’; ‘karapata’ has become ‘kaivada’. Among prabandha-s there are the 
‘salaga-su(^’ variety. With the proximity and influence of salaga the word suda 
also seems to have changed to ‘sQla’. Let us consider how the word £la belonging 
to su^ group could have been derived: ‘Ela’ in the sense of cardomom creeper 
cannot be the name of a song. It is easy to say that the word £la is derived from 
the sanskrt word ‘heia’ but the meaning does not fit in. The Sanskrt word ‘ hela’ 
has two meanings besides being the name of a particular river. One is emotion 
inferable from the movement of eyes and eyebrows; another is repudiation. These 
are not suitable to indicate a song. The elongation at the end of the word ‘£la’ 
may be the result of naturalising into Sanskrt. One can consider ‘615’ as a Dravidian 
word. In Vrttaratnakara of Sanskrt prosody there is a vrtta called 6la under the 
15th chandam (metre with 15 letters). Tlie gana-s for this are sa-ja-na-na-ya. 
(HV+IVI+ni+III+IVV); caesura (yati) is on the 6th letter. The number of matra-s 
will be 19. In Telugu the same metre is called ‘ ila’ by Appakavi. The ganas here 
are sa-ja-na-na-sa- (HV+IVI+in+in+IIV); caesura (yati) is on the 8th letter. The 
number of mStras will be 18. Citrakavi Peddana, another Telugu prosodist lays 
down caesura on the 5th and the 8th letters. One cannot help saying the ya-gana 
given in the V.R. in Sanskrt is a mistake. Similarly the name is given wrongly in 
Telugu by Appakavi. As a matter of fact both are dealing with the same vrtta . 
There is a rule that ‘£la’ must be sung with one of the four tal5s of manthya, dvitlya, 
kamkala and pratitSla and they have just 18 syllables. With the gana-s given by 
Appakavi this can surely be a kind of ‘£12’. These £la-s are said to give dharma, 
artha and k2ma, both to the listeners as weU as .singers. So the subject matter 
will be of exalted nature The Dravidian word Hu means hei^t, elevation, exalted 
position. (DEDR 851) Himalai means a high mountain. Eluru means a town 
situated on an elevated place. This is one way of interpreting the word 612. Another 
way is to consider the Tamil word ‘YAAL’ changing into E12. ‘YAAL’ is an ancient 
stringed harp-like instrument. People of P2nar community used to sing with the 
help of this harp. The original name of Jaffna in Sri Lanka is said to be Yarp2nam, 
a village or place gifted to a p2nar who sang beautifully with a YAAL. There are 
regional divisions called Mujlai, Kurunci, Marudam, Neidal and P2lai in Tamil 
literature. Each region has a music (pan) of its own: MuUaippan, Kuruncippan, 
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e-g »oA«o (sS”) Ao&: SS»^S^5', gjOoiKS^S’, 

cSd&jSgS^B* , iSdS^fS^35" , ai^^a^S. eElT*^ S^CS^o vtaif^^iS ft»d3r*^^o<l®o 

3ofto»3S gj-»CS» d^^ciSj^, gjdo-adST^, 35Cbd5d3in>^, ^cS>0© 

c3ir^. 3)3 |d»63 0ao©3ofttfofi^^ & 0 A 3 g»r»&^, 3eS335?Jd»^ 

gp^j^ "cSaC*^ «»& ijaj« 3oAd eo ;§)CP3^ 3© 

?®<S335 w3530o0 |A3o ^S«o^ cSS7^3ot3, oXdT, (Zag^) «o(6^dS^ 
6olSa. So'&OdSsS' ao(6sr»a»^SS ‘w^’ (al) *»a‘2»&. -»«j 8^ tT'ej^^SdSj' 
^^^3? dSr»^3ot3 <Joj&sj»D»^ 5*P5'3. g*7i» ‘dSr»^3«t»’ ‘J5e)d»oA»’ 

3J^ioo aj«)«3j33a5j. Oa}«o5^3 ‘cSSj# 3e»«3^ ‘Skwo’ »co53U5n» 
37®co^v!oa ^oijdoa. ” 

«< s>«7» j3t30C5»e» (1) «ao (2) Sr»(3o (3) 3'3o (4) "ilo *»S) 
iO^eo eg»eo. wottjff* ‘^lo’ 3igo 5 e5»e». *“ 

A 4». 

‘glTJO 0*40 7rc»0|a p>3«r>3«Oifo ??’3.<SSr* 
t»a« 3o3 35oa»a of»«><j»’ II 

(3oA. 6o»j^. 4 - 114 ^) 

(tr&h ■3og4o0350gSD jKoao©^ ‘S^jg 35^33 ^go 3©n»^a'5a 3^^o) 

«&3oO®^o«J3&^3 «»3>(^3«»otJ*oa>. O’"©}© C3 

aa»83don» 6ot»oa. TTd «3sg|^3e» ^gooo» e-"! 6oOooa. wo(a€> 

^3’?<33S*€)5* u»r;»ogo5* C3?7*5®d^oo7\» Aooooa. p»S3o (^33Pdo7? 
«3J^^3Cd*i<^en* &otOi>oa. ** 

4. asa JSo^e)5* «9oog^a^3^ aao»0 ^as»33t3 >a>f!>3^ 

gr®a3 aoasj^ **5)5°* 693t3a>aboa. s^giocr* «(§^o 3o^r*^adS3 

3jo5»a ?baie>3wJ5)e) 3^ dS^S 3od^o-53c33j330 S»3 ^3a ®o^% 60^ 
(^i^orTO^aca^oa? ^Po3d'S>) e^g^ipogj^aj^ k&s> ‘arasa©’ esi3oaj«fo©a. 
ao5®e3a'^3 «(g^cr»ogr»5jj, cJSj03<3S>3j©, «ng^e3©^c3cJS>35© 6©’Sa ‘Soa 
3a©’ c$3ua)«)b©a. * 
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Marudappa^, Neidalpaig and PSlaippaij. Later on the instrument ‘YAAL’ has come 
to signify the regional music also; PflaiyS}, KurunciySl, MarudaySl, NeidaliySl. 
Tamil musicologists say that these are but the cerupSlai, KudippSlai, Padumalaippa- 
lai, and vilkarippSlai of ancient Tamil music . According to archaeology there was 
a ‘YAAf like harp called ‘Zagal’ in Greece. The Sumerian harp was called ‘31’. 
YAAL - like harps were discovered in Egypt and Babylonia. So one can say that 
YAAL-p3ttu could have easily changed into &lapp3Uu, SlapSta. The change could 
have occured in the same way as ySru (Ta) > eru (Tel) meaning a river. 

These SlS-prabandha -s are of 4 types: {1) ganaila (2) mStraila (3) varnaila 
wd (4) dS^a. Again among them dSsaOa is of 5 kinds : KamSta, LSta, Gauda, 
Andhra and DrSvida varieties: 

‘kamSta iSta gaudSndhra drSvi^amtu bhSsayS 

d«3khyail3 budhaih panca piOkta manthaditSlatah’ 

(S.R.4 adhya - 114 si). 

(Obviously the sloka cited from Pottapi VSnkataramana Kavi earlier is not correct). 
KarilatailS has alliterations in the beginning, the middle and the end. LStaila has 
one rasa only without any gamakas and prSsas. Andhraila has various gamakas, 
ragSmsas bursting with rasa and bhava. DrSvidaUa has j^reat bhava and rasa but 
without assonance. 

4. Embellished by various letters and expressive of various meanings a 
metrical compositon of 4 lines or a stanza is called ‘vrttam’. 

That which is not framed-in like a vftta, which has no fixation of number 
of letters or the placement of gurus and laghus (stressed and unstressed syllables 
in English) but composed with an eye on the expressiveness of sentiment of letter 
is called ‘cQrnapadam. 

That which has a composition of prosodical frame, obligatory caesura 
and fixation of number of letters is called ‘nibaddha padam. 
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19 


Kon »o««S€i^C83iS2SJ^ 

A * 

SOtf ^iSoeuo ^ 

SodS S£5«SS JK5?J*« 

SSJOdSsS) C5i5^(§<3i7* (S2Si06»i3 ^C?i)5^ii 

0»iigSd^o 3'&^£T»i3od5eM®l SdSSStP (S^^SS SotaoOo-OiS -CioiSs SOd 
3©dfiiSSP>S SSiJ^o i5D«^^0c9O ^S1S> sr»d5oe5a8€^S fk^SoeSsS d«o»e)d3iOd5i 
^S^^SooiS •Sd5JS30(O««)^ C56^|lcSS7'^« dSjj^SS 5gaJ*ifooa. 

ojo^i "^^oi^oS® S)C>0O»S'^i3 ft^^^PSoS* eJiS3®^JSjc53i5^iS3e» 3!b 
JSr»j^i3 vPejdSi. ?r®3oiSjS d^a^exSSsodii iJS^^c® w<5C^0dS>e» 

6o& ^OSJ^0®cao. ©ePT? ^o5®eogo7V» tocJSofij^iS S<336Jir«e» 

«#oS^Sjocr» gS)«J^o 32>^;3oiS ^s^»^o»^3 <pe)dS5. v& $«sa^ol^5'aj 

^ar»^4J^g^;3 SeSO-aiSr?' 4^^'& Wg:«p{5i3i3 (^^on» 6o4 ^0gs5j*ifcoesa 

®?)(>dS50. Sd5^2JJ)e» -^a&oaJS SdSgSa 3;S^€P^iJ^g"a3 SOCPjS'l 

Se^SiOdS^ sa wfti^dSao «55jS)oCSiS«a. ®0*T! gdSj^Cbco «*a 
do^ d^cp^-C5e3«ai»a'l go^^ott'S «9?)(>c!S5ogr»e 

«^So^d5«^. 

A 

1. ‘sao’ eso"!? d^o [?iJ>o-ci®© 

( sds;idS5^o)- 

2. ‘-dSoaS’ sj’ugj ti«o, rtCTdSjc^^dSjoS* sae-sss^sj 

3t>^ >^tSo«^o «»» estpew. ‘sasix»0-qjoa’ SS5S5^5 *u adSOvSiP 

3oa;3 5-asP^SSr»S^ £f^ao^ e^E» «0o. "Sofi^d^ao 

as5d5 ‘-CSoaotX)©’ ©;3j^-5®o iScPoS® ©a «5>0o. 

3. ‘dse^o’ ssposi ‘»o^o atsS© ads^*’ (wSj^otS^ aoo^a) 

«9& ‘^cSi>^2spS© dS5^«’ (esSbo^tf 2§p^'Sa) tsS) 't>tSS^&& 

■a^a dsc^o^ WCP50 a^oA» 6oo3oa. "Sa© (1) »©>« (2) ^s>^«o 
(3) ttOcj^go (4) &5aa.S^ ®5> 4j7«n*eo. S)t3€^ I^Sp^cjo dtSiedSPnoa 
(giSiJ§)© 3^t3s ad3^«3*0^ ^gSS7»a^ S^oa. aotJ'iSS^a SSiO(^e» 

iS63P?^asSjc3l50^ Jt>d5joaao?ja eid^coo. 

V. a> oC « 

-gi'Sds le^as'^a atp^a^ ?tr»6j a^©o7P> aajod a«^ao esDSg^a'^a 
‘j^o^tbsspoa’. s)a gcp^adscpa^^ ssp^a's&j asjja© a© ■g<-3'^oa6¥^ss3a 
(atheistic) S®oai5otJ®db. S^a^dlPSoTT* '^a© 

3^oan» db^car"7vaig«jas^oaj S'&jj aagao^a© aSs^dJ© s»atpa§ ®as»s© 
^dSj. s5?4ao^a "^db?;® aa^giJ^cojip ‘©sjj^d^o’ ‘©d^^©’ 
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Verse 19 


Tr. Among all the poets ilie poetry of one who is ignorant of the metrics 

of Padakavita will be inferior just as the dharma-kriyas (religious rituals taught 
by Veda) of one done with Vedamantras but without bhakti iitthe Feet of Gbvinda 
will be inferior. 

Com: It is not enough if one performs japa (repeating mystic syaUables) 

h5ma (sacrificing certain substances in the sacred fire or water ) and yajfla 
(scrificing certaince substans for certain gods) etc. with Veda mantras and rigorous 
acara-s. It is only when there is devotion (bhakti ) to the Feet of GSvinda that 
the deeds of dharma become meaningful and the best. Similarly it is not enough 
if one composes poetry according to prosody and without defaulting on ganas, 
yati and prasa. It is only when it is hymnal, in praise of God and a song (pada) 
that the poetic composition becomes the best and meaningful. The fact that our 
author opines that padakavita, deprecated generally by versifiers, used for hymnal 
purposes becomes the best and most meaningful poetry may be noted. Again the 
opinion that bhakti,generally deprecated by ritualists, makes the religious deeds 
best and most meaningful, may also be noted. 

1. The word ‘pada’ here has to be understood in the sense of a song m 
praise of God. (Pada-niryukta). 

2. The word ‘chandas’ carries three manings namely v6da, prosody and 
freedom. The phrase pada-marga-chanda means prosodical rules of composition 
of padam. The word chandambula at the end of the second line means vedas or 
vedamantras. 

3. The word ‘dharma’ has the etymolog>'‘ sarvam dharalTti dharmah ’.(that 
which bears all) and* dhriyatg janaih iti dharmah’ (that code of conduct taken on 
by men). Here ‘dharma’ as prescribed by V£da is intended: that is in the form 
of japa, hOma and ySga. The SeSra in Vaidika dharma is rigorous. Veda is in 4 
parts: (1) Saiiihita (2) brShmana (3) Hranyaka and (4) upanisad. Among them the 
brahmana teaches the performance and conduct of kratus (sacrifices). The mantras 
in the samhita reminds the performer about the meanings that he should remember 
at the time of the performance. Jaimini’s Purva-MfmSinsa is the system of 
Philosophy that discusses this ‘dharma’ enjoined by Veda. Because it teaches only 
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es'S SSjucgcoj. sjS dSe^cjon* &5 j§*£S«?7»«j»co. 

^ag iSa^oS^ ‘|«a’ ??• ‘ijs^’ esSSaoCSjSaotoooa. ao»^-C5e 

€»oS^ sc^©d^o<5* 3*uj $^sr»cr> esaao'So. se^sdjo, ^SKa^^ol^ao 

3c5ap sDts^o Ij'aaooooa'^j^oo ajass. a^as^^aroajfjss* iSP«o€^ 

aO'^CT'o <3^08 acao^ajiSs’ esa ao^eyao esdAa 
^a^^ao aa7*Q»aon» aSa^a 

‘Jsa.'iSj ao^acp^cr»o aacr* asas 

eJSsa^^ ^oa6s»<g^o a2^o'6jaj^oa^c3»’ii 

ts'^a ge^OT'a'aaa t»ejas» s»ae>lba a£a aaaj’a'^a "SotSa 

3§^a;^a. sal sc^^S ‘aaa§,’ «>aaoo. gaaa.<3s>ofi^ ©a aaar«a aao 
aa. ga^esa aai^dsoo^ ^f^aoaaaal,. aoaas^ l&a^ejapa d»a»oa sa^oo 

lacja'^. ' 

V o 

4. ‘a^’ ©a^^a^ a&isa, a«aoa>a3 - aigwo 6otj»aj. gaog ^a 

a«^a^€pa3cap'ca»ogo awsp^'^a a^aa^^ja©. a^^v^«»n» (1) a»aa 
a2a7*(G®e»*X2) ^odo^ a^ar»(o®eo 055cg«». a7»a/r®a®^aa aseS’ 

g^aS.'S fi^a^oa. ajasaj’aaaoa^© ‘as^ea^csaao’ ai.a ‘oa ^^o’ >oco 
?7»aon*Me> 6,g eaon® aoj®Sj^oa. «jaS)j^ aoa^^a j^oa^eo. 
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the ritualism some people say it is atheistic As „ 

vai vispuh) the system of philosophy that teaches about th^^7d^'^ 

be atheistic. Though Ood is not dirLuy Ik It*‘ 

of 'apOrva- and ■ad,sW are expound^ hSTSa^ tSf'S' "1'“"“^ 

omnipotent God. What is described as Traddha’ (eamestness^ in VM,°db 

be called bhakti in ordinary t^s. In the pertonnance of vlladh^a bTaltTS 

also renutred ^ong w,th ntualrsfc rigour. Our poet says ritualistic rX 

bhakti and poel^ whrch does nett praise God are interior. In ihe proW orvrinu 

Sahasrantoa, Dh^aja asks: •KOdharmab sarva dharmiMm LvLh paS 

fflSma r^Ites!* 1° yoor considered opWon?l 


‘esa me sarva dharmanSm dharmOdhikatamO matah 
yad bhaktyS pundadkaksam stavairarcennarassadS’' 


(Man should worship the White -Lotus Eyed God with hymnal compositions 
with bhakti. This is the best dharma of aU dharmas according to me). This speaks 
of bhakti being necessary for the ritual of worship as also the praise of God as 
dharma. Kavi and Karmisthi ( the ritualist ) both need pada-bhakti. In the case 
of the poet it is hymnal composition. In the case of the ritualist it is bhakti in 
the Feet of Gbvinda. It is well known that prosody is described as the Feet of 
Vedapurusa. 


4. The concept of bhakti implies the duo , the bhakta (devotee ) and 
BhagavSn (the God ). So this is a practical discipline important to dualists and 
visistadvaitins (1) Nirada bhakti sutras (2) SBn^ya bhakti sQtras are well known 
works as bhakti-Mstras. ROpagOswamy’s ‘UjjvalanHamani’ teaches Krsna bhakti 
exclusively. MadhusQdana Sarasvati’s'Bhakti Raslyana establishes ‘bhakti ’ as a 
rasa with ‘citta druti’ as sthayi-bhava. These works are all in Samskrt. 
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Soil dtST'^CSoo 

gA©c3ficoC©^iS^.^O<33Mc nocft^o-DJS^C 
^&aS:>ro SSt»^g cJSjS'o'' 

g^Oc«^®i>di>oK aj?b© T^&otsiSei 20 

«r»ii 0e3oe5 spas es€)OS»go CSiSs-ar^Co io'SotxT?' 

«s;s 6^«o vSg^n* 'SC'SSiS S«2'0»esj. «9ePS»S«ioCS» «)3 *o5^o 5* sseso Sr»aj^ 
SbS^OTV* 5S§)jo&®e» S'SjcJSjSP? esoas&tSoO^iSS «s<5j^d3ao. 

sesecsjsS^ gr»a «i>e>os»e-5ai3«r^cr>e» ^oo'oS), 
aess^ ^oSiS 5P2*«paS)^ «3»oS»Co5* gr»0j^ w g^d SSS§)^o2r6e» 

s®§5oS» 6oJ5i5S 2S oo<So - ©©"ta SJXSb^ Soft 

- {Sooeso. g^«sss» «»oti ss«sjso, goa g^d. ssaccs^s^ e^oos^e^ssocr^cp 
esjo"!)^ gggi Sba (success). «9oos»eo wo'tj »oJ5o SdSj^o; «>©& = 
■CP05 w'^ouin® 3csa^4oo; ^o«Sgo‘t3 siodSoTS* 3d2o^^;Si5; ?}& ir»ep 

&od) «saS>o5t34.« 3figCi^ao. WO£3®aS 500 »©og6o-vStto «P^ 

C-C5^55^ ge:poos»egr»Son«cS5 «»?:p©o 5®C Qp>Son»ac» saacs^^ 

lSx)!p^oTP gP’S'^tS g*PooS*0o OS^gjoc® gSsJiSiifcoa. 

^©aa^dSio ■3a'l5o»ab^’ (aoA. o<r»^. 4-33) a}<p^a7v> £)«3»jSDoa 

ei^C4©. «»(P«>6s®CPeu® 6 ©SSS^Sjj. d®o 0®gb^gj t»53®0$P'«lon* SSiS^ 

‘jS7»<ab’ K^ag gs^oS»CPa^ ^^C3®^3^o. -CSJasr^O© «9<t)(>dSP'aj^ 

geoKSSiSjj. esC^SdST® Sdd S»SCS>j, «9iPo©s»gSSjT» SfJSasj. ^©a 

c^ass3«r“j^o®€» ^221*3 «»oos*0(SSr»Eja© ?5a©:saj. Kg^©5* ©a 

js^^2®eo ®ca36{S3ifo©a. e>®tfg<5^ 5o«©aov)a caa «»ox>^ stS 
g^ ®s3*©5®c ao®is© ^a5§*ssa© ©ssac©. s»€>c3“a®a JS3j3*g3§)eo gr®c» s»a^^a^ 
Si^dSr»3»oS»0aa®So ddSo^© 0?ia'3o. isa ®«J*©S®CPfc^ CoOj'SSSagxs'lj'^ 
^dg^ cr>ao;3a^ e7®a§^g© (emotional sheath) 0'S^©a»cu?b 

cptso. ■gga‘1^ t{5i. ?}©fta? ItS^ ssisj^ga t>t^ ‘■37t5S‘'lsc€>t5’ 

(Negative capability) «a a^SS3®5©or»iSi. ‘^iss'&iPdSr*©’ CJ®«*^cpa^ 
uO atSo-cao $1^; ©©"ts 'S)£o-aju «a«?o©. «93’©s»o© aaoigxs'to'^ 
>0^ «is55£fc©a. aag^ «a»©5»eo ssaeoS'a oaa Sdspgo && 

tSss^iP^d^g^a daa gajg eaa 3dsr»^ esa 3a;^aooaa^©a. 

1. aa^^>e©<s©e^a - ‘saaga^©’ ‘^atxsao’ 

t}&©a. 3)a g«7°gaaga a©©©aoa©a. gixr°a^d®a© 'acoata &©^ 

s®g^5>aa 2^©aa«ptso, «©aa aa'ag'Sdaipjij ©a s®go©c» ‘j^taa^so’ 

©"3 ©g©^ gr®o® «pasa&©a. ©an® gd®gaa^ ?aag©Ku© s»g 

j§)o^©gr®c!® a©d®a©aaga©oajp^aaj^ar>o. g^s ©"^ 26 a©aaaao^ 20a 
■cs©o®asa "ioa. 20 «^cF®©^ao 6o^a g'^d-c^©ao. 
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Verse 20; 


Tr. If the composer of a krti hymns it with alamkara and camatkSra 

he will becom^successful. As against this if he composes with haughtiness would 
he not become a laughing stock? (certainly becomes a laughing stock). 

com. The authorsays that even a hymnal composition like a krti (padanj) 

should possess the attributes of alaipkara and camatkkra for the success of the 
composer and that haughtiness would make the work only a butt of ridicule. A 
prabandha means that which has the best composition. A krti means that which 
has the workmanship. The composer attains success only if the composition has 
the attributes of alaipkSra and camatkSra. The word alaiijkSra means beautifica¬ 
tion; beautification to the point of saying ‘enough,we cannot further improve it'; 
to the point of making it appear highly satisfactory. Satisfaction is the result of 
this beauty. This beautification in a composition may be in the form of ^abdSlaipka- 
ra or arthalai^ikSra (verbal or semantic figures of speech ). In a pada-composition 
verbal form of alliteration is incorporated as a rule; for ‘anghrau khanda dvayamsa- 
nuprSsam 5k5na dhatunS’ etc. is the regulation for £laprabandham. Arthalamkara-s 
also can be there. But since a musical composition is the ‘matu’ part of a song 
coming in support of its ‘dhatu’ verbal aEiteration is more important. Camatkara 
may be experienced by the mode of expression of an idea; this may be arthakriya 
paddhati or merely a semantic figure of speech. The purpose of daijakara is not 
served if it does not result in beauty and sensitiveness. If one composes with 
haughtiness his work is sure to become a laughing stock. It is well known that 
great poets like Kalidasa and others have deliberately expressed their humility as 
a mark of shedding their own haughtiness. Only when an artist sheds his encrusted 
ego then only will he be able to enter the emotional sheath of his subject matter. 
John Keats has called it ‘negative capability’. From the verbal root ‘ bhaja sevayam’ 
is derived the word bhakti which means serving. Only when haughtiness is dropped 
will bhakti be possible. When it is said that the composer of a padam should first 
shed his haughtiness and then compose, it is tantamount to saying that he should 
compose a padam, which is in praise of God or Deity with devotion. 

1,. The word krti at the beginning of the verse is used in the sense of 
padaniryukta or prabandha . This pertains to an artistic composition. The word 
krti at the beignning of the third line is used not merlely in the sense of one who 
has obtained success or one who has become successful but also one who has 
become meritorious with ‘ punya’. Again krti is also one of the 26 types of metres 
in Sanskrt prosody. The metre with 20 letters for its line is called Krti chandas. 
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2. «»'^otxn* «»ottAo^oo «»«>o^d. 5*S 

StS^v)o^5t30 SgjO. 5J*o<S^ »^Sn* S*03«>fe;S«J»i5j S*5tx>> &j&S 9eo. 

•tf* wtJOSKJ'o »o3^n* tr»SJ*^. is*^ J3o<Jon» \3^ 

*oGr*®. ■3ofi*«»o«o zfS as«t»f*a J3««» axIiasS's^iM aocs ^kJS>«^oSj* 

6.*>jjd5o Sr»Ci^e3S»® SiSj^SSooeo s»sr»0). 

3. -aasir^tso wiSa e-ssaj^aj >sy^rs»^ o^o^esoTv asaso ad^^ftaus 

3*auo. ^ :su9as*ao€r* saosaa*^. «»otox>tj*ax>. 

ts^sis^a tA^esosso aaaj^ «aads«sar» ad»ji53<sr» a^ao'Ss ■aaxr^iso. 

4. «»o'ta CPSPttsoSo SOT^ ‘iCc) d3a5^a>^ vo'ta 

ota© So sbH (Sd;^. feosoo «a^;S)iia <s«ao<aba zpcs'O^s^cr'^dSioa 
3Sj^ttc «a ss»<p^j^d5)o. 7s»oito^^cF»^iS5«)a5 js^o^tso (?bc»l^ao) «»iSa 
7f»CP^j^dS>o. 

5. «»a*o^o - ‘^Ss’ ijpao®^??© aoo. ‘w3»o<r»’ «'5a 

(lam) aMoscsa^ar'o. 

2«aar»!Sr^<3S.ofi^ «s»eo ■ax>ds«»s'a a»s»«5o jscsswio ao;joa> aapatoo;!!) 
SasHSoS* SS)j*h'£'^ ‘v<iS*&* tf!^ikio&. ^ 50 «n§j^cr»©- ar*«JjSo-5r»'<5^ 

s^5»^a •asea^a ;5)a«)C5oe «»a 3>a>. aoaj^g© 2 .®^jS 

aar'a'e'A} a^^«a^aa »a(><js>o. s«sr»jo»a ^^«o -tf^aaoosj aasw^Jj^. 

««wa»o5»0o a»6j5»a*os»i5aa D'8sa»3»os«$aa o»a>a»os^aja aor'jij 
os»«». cr»tsa«r>aa»3^s»cp>^ (Ka^cp©. 
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2. The word ‘alaihkrti’ can be split up as ‘alam+kr+ti’ meaning beautifying 
to the point of saying ‘enough’. But beauty is a concept difficult to define . 
Satisfaction, affection of the beloved are its good results. These embellishments 
are external hke anklets, bells etc. but they have to be sparse and must sit weU 
on the body. The second point is that they should not appear to be deliberately 
donned but that they must appear casual yet impressive. 

3. A sudden sense of expansion of mind felt by the perceiver is called 
camatkara. It may appear in a flash of brightness on the face of the perceiver. 
We usally refer to it as ‘surprising’. A sense of expansion experienced by the 
perceiver at every step on account of the prettiness of the composition is 
camatkara. 

4. Kirti is the reputation gained on account of one’s generosity and 
p hilanthr opy. Reputation on account of one’s own personality is ‘ yasas’. In a 
hynuial compostion praise of God’s grace and generosity is the important idea; 
praising of other qualities is secondary. 

5. ‘ aham krti’-is haugtiness contained in the thought ‘I’. Ahamta-is mere 
awareness of one’s self; it is just that much of awareness as we have when we 
say ‘I am’ (asmita). When all the alphabets starting with the vowel’ a’ and ending 
with’ ha’ are signified with these first and last letters closing it with ‘m’ it become 
a-ha-m. The fifty Sanskit alphabets are said to embellish Goddess Kali as a garland 
of skulls, according to Sakta tradition. The hymn Karpuradi stotra addressed to 
Kali is the most famous one in this respect. This . ahaihkara is of three grades 
calied satvika, rajasika and tamasika. Only the rajasa and tamasa types are to be 
considered in this verse. 
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21 


iliAiilbiaieD vST'c^^ S&Sfiotu 

ff*4SJS |oc3y»S.g^S 

>Oi3;Sa2.^3caMsCS5 S)»OSn»a 
%o(pC3*dS>ota TiwcKS 

Sen :SC$C3»fSoe»^ 

Jto03a»»SS»;3'^»ca®!b§’;S5 g35Se»S»^ 
abJ6r»JS^«sS* ^jy 
tt>Oa*og^« gs« S*0C6*c»o^^ ta«55<r 22 

AAii g>o|aa*<5ir»«d ^^*j»a5c2a 

asiSjt#- »d^s«<3S» :3ks'^oia»!S>ss» 
wSdSs iPoiS ^^‘SogtJ*CS?55fo 

^secssswoj KSs iSjjSi^jWjOo ■:&5o 23 


crii'dOdSsg s»©jSa^t3S Ibtx^^S lbgiS^6a5® cyS§ ^bs3A«;5i^Sj^D»»a 
n»a, ;3£iS>;S iy>»l5rs»S, SttSj ^S^oS^^oa. »o0n»d33o ‘deoSoS^a 

3©ajSr*€);5sy» gaacogr»a 3 i« 3»T^ ei§cajs»a 3J)N^jyS^s»a 02S«5s» ga«J'^s»^> 
d*»j;3^oa. (21) 


^JSO’SC^S^tto SS«A®S ?b&:J§)5*t3/boS5®S) g3;Sr»to«D esSS^tS^^ 

dSx'iS Z?«y»o33. «»o»3eaa3S®5jott 'SlS 3^;$^ 353^J3ga3 5*i5^ ?t>o4o^ 


sso^otJaa 3©5)SS jy£5ou»{b. 


( 22 ) 


So^SC3»d35^^o go*Pa> 3S)^iSg2)3^o ‘SasSoo^O'ejS* ^SS3^JS 

i^ifooa. ^g'ta^^QisS . d'aacy^o33eoJ5uf®cy^§ eeyotJ 

■CT®e». 'Si'i JSio^tS ssSo 3di)^;sgj^M^iSj. (23) 

iJ»^i ■&« Scy^co So^Sa»cSir®^§ 6o^ ^lyjSasjP^S^ 3^coo. esajaS 

<S<yKj» ?ti03^ aso ■Soar* wePotSsyeSo 5)0(ajydi>^ao ^Soojy 

3'S)^ g©3^o (D<y la) il^oS* 5*© sSa^o i3^oa. esa^a) S*g3®ca5;y 
?bO)2^a«5>S '3:S<r' (S^ao 2Son»a ao|ScycSi)0 3eaa)§*g)OG« 3'*5^jyS 
ga«^o «)oi:)«^ ar»^3o ;3cy^*j:§>«&oas aocsa^o 

35;^oa. aooacPKdoTP aoja ^aoS* gaa^o "Sa a)o(ao3^ 

aaT*ao77 aod ^a'ayjgogj s»oc»aj*«fooaa a)y£* sa^o 3^oa. ao^a 
cy<jS)a5'^ ?b5)^a.^aj5oaon* a-i^a ao^ao. «»& l^csi>a^oo. ^^<abaa^ cpo"!) 
cF^^ogj^o. »a oJpg a)5)o s»a-a3j. waoaJugorp acoas^po s»aa)j, ■2ir»^o 
5r»cy s»aa3j. 
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Verse 21-2,3: 


Tr: Though fired unwittingly a cannon or gun-pipe (used in processions) 

destroys either its target or the gunner or itself with a loud noise. Poetry of a stupid 
person, unacquainted with tradition becomes harmful in the same way. (It ruins 
either the objective or the composer or itself).(21) 

The words or utterances of a poet who knows the tradition through 
a preceptor or grace of a Deity, become nectar-like: on the other hand poetry of 
one who haughtily starts on his own (without being taught or favoured by Divine 
Grace) is only mud dug out from the mouth-pit, say the learned. (22). 

Good poetry by one endowed with knowledge of tradition will be 
as good as the VSdamantra. That itself will be an efficient tool in realising the 
Feet of the Lord, with no need to do japa of any other mantra. (2,3) 

Com: These three verses speak about the importance of tradition. A 

stupid person is not likely to have the grace of either a Deity or a Guru. The first 
verse delineates the harmful nature of poetry by such a person without knowledge 
of tradition. The second verse says that thou^ not a stupid, the poetry of one 
who does not get enlightened about tradition either through the grace of a Deity 
or a Guru will only be a strain on his mouth. The third verse says that poetry 
of one, composed with the knowledge of tradition handed down from guru to sisya 
becomes as good as Vedamanlra leading to jMna and mSksa. What is called 
sampradSya (tradition) is empirical knowledge handed down through a series of 
gurus and sisyas. That is kSyas; the future good: it may be worldly happiness or 
spiritual good like attaining the Heavenly Abode or even Liberation. In this context 
the il5ka found in Visnu sahasranSma stotra can be applied to saihprad5ya. 
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‘acpjxaj'sr® ssr»3’J5* ^s^iSso S6g©j|)«J» 

WCPJ5 (a<J5*5S6^^, «S£5^5^ 

tait S>2l*(a sy»ac»^jd J^>o0a®cSS3SeoA* ®S^oa5o-Ci3§*SCSij. 

f50^«»^o SJT'O* giixou So|aC3»dir*Sj^ Sio SiO|5C3®c3ir'S^ ^“iSoxSao'S 
3§l^o0. ga«^o€^a> aoA«o«^ai3 eo^. esisos s*t3 ga^aj is>t^ j^as* 

i!^®j sa'^eso^ o^so^ wA^d^soa, «j§^cpo ar*i^s'a^ao, aip 

a^0»& e^erea, ^6so ^0 c®®sj Sooois'aoa Sroda© a'Scpco 

ii®dS}g»ocp saif^o «»ai^c&c da^i^gae)So^o&>. ■&« 

»o(»«3»dS3S a^a© 3a3«j«^e» ^K©o®^;Si asiKj a®*© s©a^^« «^t9 

jjioo*^*3o a'la.orr* 6©a. a3©|^a®sa ^ao« jsa^es© a© z^a jao 
sadj© 3aj^uo n»a ?bi3b fc|^a.^3!b a»©4d^© a©a«a©a ga^^o 
3a^o©s*a aos»o©n» a&ajj^ a©(ae3»dsr«^. ■3oiSj^ s*g)©sB a^dsj©^ 
•^5® a^oa x&a gad^© aT*^iSo <9<^£t3©aa &o^^& zz^os^ 

ga 3§ia»^ai. ?Sao» |aa*dSo a©n»a K3{5Ja>^«3•© aon»a a©(acj»dS 3 © 3 «» 
ajS*aj^ J3»a eaa 1iesa3©{a aasasoixa^j^oo (A©«g^. a5©^«© ao3*a^o. 
aoj^dSa^aajiS® w oa*a^ ^aasa^aj^o. «»a 3©!ba;^aj oaasj f?a^ 
«!, a&©esa «C|^cJSi©. ‘ies’a^c&a© ?ti{3o«a^ ao©acr»K3'a> s»a a^dS 3 ©gj! 5 , 

©cjg© s^. gr»e. a5(p»aj^3S5e> ^a33*«po«r>©& :Sa 

ajo^^o, arsj^oidsj %cr>cp©30«|oa fSjc^^gos a3©^«3j©, «©go5^a 
a»©es«^a»o5 ^ ae3»^ai©^^©(a TPoa© «♦ a©a«3^©€^ «a5a©aana. 

1. aojatydSjo '63*a^on» 3a^ej&©aa «s)a^^c^i)©. 

2. •i©gtj^^ •acoawoj- ©a^^aj ‘a»6*^ a^a-j'^iSJMj^a’ «>i5 J5)Coa 

ar*_^ (%93a 8)0 (^^ttr'a'&a a3)g9 t!S)aa''©), ©©a® i^cu©) a^a© 
3)® d*a^«)<5S)a)i)©a |?i*j*oxj*®. a^a©®ba aacr*©) 3©)a^ooi) ©©'fjavL 
ga*a^ 3©)^©aa ©®(^cJS)©. ”* 

13. ‘a)a>»’ ©•^ a)o|aa)a ©e©. ;5)a«jOc»© ©TSa &©(« 

**\^/o®* arno. a)©j3esa© 3d5)^to© ©a ©a©. a)©(d!bas «ig^gc^ 
©a s*a adtod'a^a esaa©#^ s»a 6©i3)©a. Sca)a)©n» tT tsaa©*^ 
ai^Spoatoo ;j)a<jOt» 3d3b^u© ©©u'O). 
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“sarvagamanSm acSra^i prathamam parikalpitalj 
acaraprabhavO dharmS, dharmasya prabhuracyutah” 


Even Dharmasastra advises one to foDow the tradition of family as well as one’s 
own community. So is it in poetry or music. In comparing the poetry in the mouth 
of a stupid with a pipe-gun or cannon the author seems to have in his mind the 
following points: Vak is agnitatva i(vag arcih’-Brhadarahyaka upanisad 6-2) poetry 
without the knowledge of mafrk'a vijflana, the tattvas of letters, their poisonous 
or nectar-like effects, the astrological compatibUity between the poet and the 
patron- may become harmful. Much of this traditional knowledge may be found 
in the laksana grantha-s in Telugu as also similar works written in Sanskn in the 
Telugu country. Poetic talent through apprenticeship and study under a guru or 
the grace of a Deity through mantrOpSsana have been the two hoary traditions 
in India. In contravention of these, if one practices on his own, such poetry, the 
author says in the next verse, will only be a strain on his vocal chords. Poetry 
by one who has obtained the knowledge of tradition either through a guru or the 
grace of a Deity is equal to Vgdamantra, says the author. A mantra is esoteric 
(sarahasya). SampradSya jnSna pertains to this secretive aspect. The idea is that 
the composition gets great power when the esoteric aspect is known . VedSdhyaya- 
na has ^ways been throu^ the tradition of Guru and sisya only. So is here. One 
can take note of the fact that Sifmad RSmSyana and Sil Mahabharata are treated 
as VSda-tulya, the Durga-sapta-sati found in Markandgya Purana, is honoured with 
its every sloka being treated as a mantra and Soundaryalahari of SiT Sankara is 
treated as mantra and tantra sastra. 

1. Sampradaya should be understood as teaching with its esoteric aspect. 

2. Vgnka^acalgsu Caranamulu= Feet of the Lord of Vgnkatacala. As per the 
Vedamantra ‘padO§ya vi^va bhQtani’ of Purusa Sukta, all the fourteen worlds and 
aU the living beings form the part of the Lord’s Feet. To say that one realises 
the Feet of the Lord would mean that one would know the secret of the Lord’s 
creation. 

3. The Sanskrt word ‘manuh’ means mantra. Punascarana is a technical term 
in mantraMstra. It just means repeating the mantra (Japa). If one wants to attain 
success in a particular mantra he will have to do japa of the mantra a stipulated 
number of times. Generally, it may be hundred thousand times for each letter of 
the mantra or a particular fixed number. The japa done in this connection is called 
punascarana. 
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I 



So.ii 

S£S5SoS<3S>JS, JSoJSdSoScJioJSj zitS^HCaHc}^^ 
dSjftS) ^moKsoS)^ eSSboc 
sjeSgSDiP SSuPO ^O^^SSasciSo 

ai esoCSa ^SSScSSaSS SeSo StSeSotaS 


24 


Soil aaa cs«jb^^esota«a 

&}&dSaC^i$a, «S2SdSa^ ^oeso 
63e)dSa”S3a» d3ai5^cfir»«a^C *" 

aa>oJSaan» Sg©Cta©l5' 25 

0«ii aaeaoiJ 5Sa;St)^ ^PSSaSPi3g ®ao« SSa^Sta'^ ^SdST'SeS'Sajp 

54SS^dbo6. 24So «9SSd5aSJSaa gr®ir> 2?<aaoa. ©SScJSa© 5^C®SfiSSSa^Jao-cS&o 
tjaoa. J5iS2S«^ SST'C^a^ >C^g^iSaaSJ5 «si3^JSr.-CP0b^i5a -S^ ,2ocsoo&j^ Styj 

(24) 

Sjog oSSdSaS 54So <De;®ot35* SS^eai&aeSa^^a. ^eia tr»CS^S^ &c>&& 

J^o. «9^ eSciSaJS^^ ^Cb5* Sie»aea^& es^- es^j 

Sg6n® wJS^ciST^^Jia (25) 

Jr»^i-&« -5*^3 Zoik> Scp^i^ S'© SiS^o ‘ses’ssa’^oos^ SSCSdSao ^!b 

AsJSOotp esJScSSaSS, ,esJScJSa2 ^a®Sa|S'^^l!>Saifo;3')a. "SoS* 5Cco esSdSaJS SC5» 

‘Sai aoSo Se’^^'Sa iip^gocj (SSag'^JS eso^o. ‘^a^’o^ 

Si^SSa ©$&o;5s sr»SSair>as»©3 SIPO^ aaKOO^oS ‘sssSoJSej'S 0dSr»©^S 
^e»3a(S<3Sa^a 5n»oSSa ©eooi^o^ wotJ»Oa. ^PSJoSPas'eojSdSaoa 

«9caa5 iPtia ‘sao’ wou»ea «s>©j^dSao. 5r»2i.S® Sosa'S ASaCeo, eiSS^c3S7»eo, 

sa<J»o> «)'3sJ't3S ■»< SS^:S2f«{5o SSOo^eSa. ^JOSaJSa SPas»©; 5 < 35 o JSoaC^oT? 

sa ataa© sj^^SOoT^^oaSa©^ 3?a^^ao. :aoao^o?v> (32 

‘(SSaS^o© i^egNSo ss>«5^o aaao|.aissaaa aaca^j^ ago7v«aa ^h\ 
‘a^aa. waj^aadsa^ ^os ^<pa^aaSbaj^ aa cS^sSon* ao®^© aa.dSP'w 
3Sa^at^ 0oag^ 3§^SP^2Sa. ©adSaSo ©o^ta s»eaa ^coacr»o4-3 «6o^«o. oiS 
dSaSPea go© ©ScSSaS, ©o'ta SSCo ©aj^ar«ta. ^OaiSa S^Asg I6oag^on» 
^aa^ Aen>o5a (l) (2) ©ac3i>JT»eaa 6o4J»d3aS 3^_^aa. ©adSa«Po5a 

^otaoao© ‘©C3»iSa«aa (aoAs ©jj’TPeaa) as^taSaS. e.g acJ»Q ^ola ‘J)ggo,’ 



Verses 24-25 


A ‘subantam’ or a ‘ti^antam’ is called a padam. A padam can be an 
avayava. An ‘avayavi’can also be called a padam. The emperor of pada-kavita 
(AnnamScarya) has explained all these modes. (24) 

Now, avayava-pada is described: That is vrtta which is clearly in four 
lines. That itself is dhStu. It is the same that is called by the name avayava-Thus 
said AnnaySrya in conformity with Bharata SSstra. (25) 

Com: Between the two verses here the first one acquaints us with padam 

and introduces the differentiation of ‘avayava’ and avayavi. The second verse 
speaks about avayava-padam. 


‘Suptihantam padam’: This is a well known aphorism in SSnskrt 
grammar. Nouns whose stems take the nominal case-endings are called ‘subanta-s’ 
and verbs whose roots (with necessary modifications) lake the verbal particles 
called tin-s are called tin-anta-s. It just means that nouns and verbs are called 
padams. Such usage does not apply to the upa-sarga-s, avyaya-s and taddhita-s 
found in language. Bharata has given a brief outline ol grammar and prosody in 
his work in the context of vacikSbhinaya and for the sake of training of the 
composers and actors. In the context of dhruvSgSna (Ch.32) he had said that any 
composition of (meaningful) syllables is called padam (yalkincidaksarakrtam tat 
sarvam pada sanjnitam.) 

Our author says that Annamayya has spoken about the contents of 
these two present verses following Bharata. 
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■SoiSoots ‘3JS«o,’ SSiT'iSi ItodSo) w«3b JSOSa 

JSoflPooo. ‘•Sjtfo woeSs^ «»o«o, oSiO^^ao, Sarttr* 

Aotj'cai. cpn®s^ ^o® Ao®s^ ^^6oCotl a^o wo^a^Oo ^C3® jSaa^Oo 

woij'txs. s^a M a®A»aj^ B^oa.attjasaajas Aaoff* ax»Ao;5) 

ar‘«>oi3 a^^Oo «jaa»^a a^cso. fio»Sj^ d«4 a»AoiS ajOo ^^aa^oo. 
aa.cJ55o?v» s?s A35}o-c3>§*ai®®. aa© «9adi>ao sr»c® »J5)4fooa waj^^as aj©^ 
^ao5* "Soeis os»cD7T» 3;^§*aa3j. aoo es'Sa ha cpa© Tioataa. 
sje:® 3^sia^^oo aaas'tSa "^a isa^a ‘so®®’ «»^dboa. «96^5*a <j»ai®ac5® 
3 a aouod 685o«ac5®eo s»5g). ^a^^oa jjjOiapsS (l) ajo(2) ao5a(3) aa) 
(4) ^ag ( 5 ) d®o (6) o®«7»e» ®ori®€»R» a£S53as®e» g^, 

»>®t3 fiOia®e» ^3ifce», a^oo®«7®«» a^cr>«» adAaoeu. ccoa© tea^ 

gj^cjoda a5S3«iT»^a i 3 r®£c® ccsjat©. aa© ^s®«©aiSt>a - ;4ag© 
v‘1t& aioA<^a^cix*a'^ aoao®^aj^ ar®D©d ‘«la aoa^^ja «j»^ggo. 

djfedsj® S)gaaa CiT'a©. d®*o a^aon»a a®D®^E>a 

j§)^6t5 spa^ajo®ea. o®o© asa© aa^^^. ^at»q®oAo7?' ar»aa^a5 
aeso (as»«g'3oa aj®o ©^^jaboa. 

©•adSia'Sj s«aj. ©acssja g^^c® aaog» aaa>at 3 ii>ab©aa 3a^a^a> cj®ab 
aj® 4 fo«g)e» 3oax® iSo aas^jioTt® :>®at 3 'S 06 »ao lijjao ‘aa©’ 

«»aaoajS 3 oo 5 ©aa esai^cjsijo. (^©a tj'A© aa© ©aJxj-asgboiJooaa aoAa 
o<F»^ge© *ba g®a®a3S s®^^a5 60 a. ar«a5»«^ aoao^on® a®^^ 
g©a®a3ao go® '?!§^a®^aj: ”* 

“aaa^ ac3®ai dSsa® «3®g^a^ aa®a^adi)a»« aa® 

0 sioa^^acsiia® aj 3 ® 6 «?®A®* aa®a 3 ^a^o^i aa? 

»3®as®a aD«©a®&a a® at 3 »ai” 

a©A.ba»j,»qo^. 3_2oi 
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‘Avayava’ means a limb like a hand, or leg, a protrusion of the body. 
That which possesses the avayava-s is avayavi, the body. Bharata has stated in 
the context of sapta-gTtak^ (the seven types of ^as) that all musical compositions 
have (1) vastu and (2) avayava-s. Pertaining to these avayava-s or Ihnbs are 
mentioned what are called ‘vidJlri-s’(those causing musical sections) If there is one 
vidari it is called ‘ekaka’. If two it is ‘vivadha’ and if there are three to six vidaris 
it is called ‘vrttam'. In a vrttam of a song the am^a, the apanyasa and the nyasa 
are present. The svara or musical note that is used for beginning a raga is called 
amsasvara or jivas/ara. This is said to expound the raga. The svara used for 
intermittent conclusions is called apanyasa .The svara with which a song is 
concluded is nyasa svara. These items are to be remembered in the context of 
a vrtta also. 

When it is said that a padam can be an avayava we can understand 
it in two ways with a slight difference. The first i.s padam as a part of the song. 
When so understood, padam becomes a vidari cited above. It will not have anything 
to do with nouns or verbs. Authropomorphically speaking the prabandha-purusa 
is said to possess the following avayava-s: (1) svara (2) biruda (3) pada (4) lenaka 
(5) pata and (6) tala, Among these pada and tfinaka constitute the eyes; pata and 
biruda are the hands; svara and tala are the ears. Svara-s are the sarigama-s; biruda 
is a composition of title in vigorous language like Maharastri. Padam is the agent 
through which meaning is expressed; tfinaka is the auspicious word tena which 
indicates the cosmic spirit or God. It is the singular in instrumental case for the 
pronoun ‘tat’-^abda (taken from the mahavakya ‘tat tvam asi’). Pata means the 
notes engendered on membranophones by the hands of the player. Of course, we 
are familiar with tala. As an organ of prabandha, padam is the expressive word, 
matu. 


When padam is considered as avayavi it represents the entire song, both 
dhatu and matu put together. 

That a part of prabandha is called a padam is found in Kallinatha’s 
commentary on S.R. in the context of rupakalapti. He writes thus; 

“padavat padani. yatha vakyasya padanyavayavalj tatha 
prabandhasyavayava vidaribhagah padanyuccantC- na tu 
vacakani subantadini va bhasa pad&ni 
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[oSzDOtT’oScSilOrV’ dcy»^ WJSdSsSJSfiO a!>aS0o{St)&O&» - 9 ^ 

©adssssatto JSr»s>ao«» s<s^ 

Jii'iSa ir> 6 t 3 &l!c^ SiSaSoQjotxj w'cSd SJ’aS'Sj ©cao^ i^oSo »ooo 5 >Ov) 

O * 

2)£S «3^e»?b d®cs®^ dSsS j^So5* &r*d JSjjdtaoCoA* 0e3oO<sr*iKo ©S 

(Jltj*aC3r»©. S^KoiSoTt* 6o^ Ad ©otto^ "aibS aJj^a ©o¥, ©55J«^a, 
5 r#^a a^Cf»oSs ©as»¥o ^jjousoesfc («tf*o-cr»©. ^oti^SooO ‘c5®dbs§)’ 

«^&>cSS) ©a^;^&3 ©©(^d3>o o»<foa'3 aj»oSi soAd «'\^o€r® ^i) 
H&Sjo ( 2 ) ©aeSSjJSo ©S aoJij ©q^ AS^coo. Jl)t3SttO iS^dtaogSoTT* Ao^ 
^SttoO tT'Ko ipexiCJoJSdSjao ©J^jifaoa. ©eJ*"?^ aSo jSuoC5®aj?^do7?' Aoa 
Hasro^o (d»o4y* Aoti aoAoo) n>^ Ao& jswoesi sswoeso as^^sSo 
AC5»<^S3*& 0®<fc ©on»e»37>a5 sj^S ^4^ aOcr»e» ©aut&aife^^ox). 

dcpjd SiS^cs©^ 5f60 C5®d35&2.^ «« 

©So Qodad^o as_^63ti35®o5 K^jg Ad 0sx)i5o ^ ‘SCSo’ ©"Sa 0q5»SSon» 
^do®di3 ©a^^dSio aa^ssab^. ©a^ajcssj^n®© 

sy»t3S sSsr«'3J> adeu*eo Aottioo gr>cr» KasSoas-CSj^. 

1. ^d&. ‘"S'S J?»dinp®c3’ S5© 5^d&’ ©S e-S aj^a^o. 

ft#c5Sp> aoaas^^a ?b&©acosg)® (gaT»a^aL>»6oa J)e^^ 
ar»gj^556a«Sj^ s«S3»oajS*ar»®. ©coj'^ aoaai^iso 

6cr®s^ a«S?oa5§®fcPS. 

‘aso i3«ar»e ao<s3M"§ 8 is^'Z ecd s><5sr»J:>.3t 

CP ^ «-«'» d— 

adba^^ aoS®s^^©o®aa5’H’ 

«'\^o. ©q»^. 14-^ 42) 

^sodbs ■»« ^So ?icpo Paasi S*§iocr» sp® a^o*© 
ag^a^a. aa^a^a w'doasboa® a^ao ‘s^ csoao’ ©aaa^^. 

2. q^db2§): d« «spsl "SoSo ©cp© 5 3;^S*sr»®. ‘a^ej'^taiCoa^^, 'Acajo 
q^dbOd^C^cas^’ (aoA. 5<p^. ©o®^.3-^.2) ©eaod'^a aj'oos 
‘aj^djig)’; C 3 »a ■A<ar>o??o ‘q®db:g)’. -d* o'dba'^a as© ^aooq^asK 
da^a "Adaqa^o, ©o'Csar'tj^a aoAdo. o®dj«§)Sb ass's a^^aao 
‘jaeoa'acajS® q®db8, a adacga&p£»d*’ (aoA. ©q»^. 4-^.7) 
ai^a o^dsa'i^a ^oa© sj-»a5^€i®a &,g ©oKon» aa^esAoa. Ac^a*aj©3 

5j©»ot5 ©on»e». qpds^ a^oS^ST^cas aOj^oS^ t-g <r®«o aJ’^d■& 

©^doba. 
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After designating padam as prabandhSvayava the avayavapadam is 
explained. When it is said it is a vrtta in four lines we should not understand it 
as a stanza in a poem. A padya is , of course, a conglomeration of words fitted 
in four lines but it is not a song. In the context of a song we have to understand 
it as a composition in four lines with yati and prasa which may be called 
vrtta-bandha which is a part of a song. We must remember that there must be 
room for arnica, apanySsa and nySsa in this vrtta. Such a part of prabandha can 
also become dhStu. In Indian classical music dhatu has two meanings: 1. gSya, 
Z.avayava. As a result of this a part of prabandha which is in vrtta- bandha can 
become a prabandha avayava. Similarly it can also be the music of the song-that 
part that is present in all the musical compositions apart from the libretto. These 
dhatu-s udgraha, etc. will be mentioned in the coming verses. Padam as dhatu can 
be referred to as udgraha khanda etc. These vrtta-bandha parts are nothing but 
the present day carana-s of a krti. 

The next verse attributes dhatutva to vrttas on the analogy of vata, pitta, 
^iSsma. This suggests that a padam was considered iridhatuka. One can see only 
three carana-s in many of Annamayya’s compositions which are vrtta-s; avayava-s, 
dhatu khandats. 

1. Vittam: ‘Vede gayatryadau vartata iti vrttam’: that is one of the 
etymologies available for the word vrttam. It means that which pervades the metres 
gayairi etc. in V6da. From this we have to guess the subtle body with symmetry 
that takes shape following the order of the guru-s and laghu-s in different metres. 
In a song we have to configurate the nada sarlra resulting from the chandas or 
prosody. 


“6vam nanarthasamyuktaih padairvarnavibhusitaih 

caturbhistu bhav6d yuktam chands vrttabhidhanavat.” 

(N.S.- Adhva 14-SL,421 

This slSka defines vrttam as a composition in four lines without bothering about 
ganas or metrical feet. We may call this vrttabandha so that we may not mistake 
the vrtta as any stanza in poetry. 

2.dhatu: We have to understand this word in two ways. 

‘V3hgmaturucyat€; ggyam dhSturityabhidhlyate’ 

(S. R. Adhya 3-SL.2) 

According to this the meaningful word in a song is mStu and music is dhatu. This 
dhatu or musicality pervades all the songs. That is the music of the song. Another 
definition for the word dhatu is ‘prabandhavayavo dhatuh: sa caturdha nirupitah’. 
(S.R.-Adhy 4,-S1.7). Here dhatu is described as a component in the composition 
of a prabandha. The dhatus, udgraha etc. are such component parts in a prabandha. 
Then this dhatu becomes only a part of the music or musicality of the song. 
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26 


«&ii ^ Soa HdtoSi 

A II sp«^c etf ssooo «5aco 56« »6^«6 o o^ecjo 

aSjJj'oSeoJS’oSiSj S) 

6©^ ses«6j5 SiSwes^a s»eooe»s 

q5»«fc :i>JSr>«)^e>o3 ^50<a (Sssoosp'?)© 

o»ii cs®tfc aoooj so© 3^a5. a^a, J>a, 

^3*sy»^Sc» S»aiio SSo €r*gofi^ sr>t3^ Ci®di^©o*Jii3»^0b. ■»< 6ors»';S 

so «6eo ^ocr»sS s^q;;e» s»cc»o 5»atto a© ^soo’a a3*a |aa»»o© 
«#‘ap»ao5* s^^or* cp<fcsj)oJ5uaj«&a®^o». 

eP^ii a®do, «5^o, ®^S MdSso'^a aoex>Ooaa wofl'eo. 

5t3s o®«fo:§)o^), 6*«aeoj?> 6*it»©josr»c» eotj»06. «c3aou'3^a 2.^505 
a^ a*aa^j^ saa^ ■ar»^ob. cSa*© Jio^a 

o’>aS -a* air*esj s»i5c»aD'Sa wdiatS^a Ibcpoao. ajcp'^ aa ^* 65 © ;j)oa»s5 
s*eo2S’<ip> o»a5j§5€» waoj^coo. o»<foJ5>o »j)^'a3«s i^aa*^ aoo© 

38 aa^o aa a^oa. “ «- — 

iaaa3^2.^ i?5cp»a a^ajoj ©aaoe* iseaba^>too s*3^ aoo5©aj 
sr»o»(«S;»o-cr>oa ss tspi^cSboTv ga«aj<fooa. s*a»o>2So, f^eaaa, aoa>, 
€»oB»dS}S, croas^a'S a»05 ^s^5^^^&©o^» "is'^aoegaa. s*3^(«oao ^aj 
s»a t)de jr»t5^ ^«oa»o«'o3 s*sj^ »©aa^t^§^^^» at»tjg>r»y^o Saa a*g<n'^aoff* 
a(cr>aacsao Jaa 25 »q>»^di>o (af’otx'oco, «6^a a»(at>«»)fi^ 3d»^esi. g*3»o 
4'»a:n© aoo^aorv* ‘aoAif. «»o<7^ ajaa acA«f )«o5J»^ g©S>£)* 

a»2^ <»a acAifoo a©©;^. ggjpajaj aa aofta ao^j^go - sr>^^ (s^aoaa 
aaaar;) 39i^aH) s»og©a-qja»aj. s»a atp^as^^a %acc>a "is^a^oaia© 
«r>«o (^^aja^ ao^3»o ^ga»^. g*3»o5a caa ^©5 
g®^£i»(Kooa», s*a»o3^ aaooaa o^aa aodas© <s>a|>«a>o. 

‘adoo’ ao(Ka* («oa»a^?ir*0j -aiaat 3a_^t3&oa. 

. ^€ssr» #< aa^o®^ 3a_jBjaa «*a(>di>o aoA«oor»^gao€^a §^s:»s)i ©as 
spao. © §^gSj6; ' ” 

S'ttS ^a*g»6<!i»a*«5* dSacj* 

•«w«3' CJJ ^ 

Sa'^a |at»asg qs»<9S* ^3*cj*ijar»^. 

(aoA. e 0 »_;^. 4©a*^ lO/il^. 
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verse26: 


Tr. The nomentclature of dhStus to vrttas is being explained. Just as 

vSta (wind) pitta (bile) and kapha (phlegm) are called dhStus on account of their 
being the cause for the gross body, these vrttas also are called dhatus by consent 
of prominent sages like Bharata and others, on account of their being the cause 
for the orgination of the body of padam. 

6om. Vata(wind), pitta (bile) and MSsma(phlegm) are called the dhatus 

or dOsas. This pertains to Ayurveda popularly caUed Indian medicine ( and is 
parallel to the English conception of 4 humours of the body-blood, phlegm, choler 
and melancholia-the last two being bUe and blackbile). when an Ayurvedic 
physician feels the pulse of the patient it is these three particular nadi-s that are 
observed. It is axiomatic in Ayurveda that these three elements cause the origination 
of gross-body. Thus vrttas being considered as cause for origination of the corpus 
of the song (pada-^ailra) these dhatus are taken up again in verse 38 in specific 
fashion. 


The term'prominent sages like Bharata and others perhaps includes 
Kdhala and Dattila too. Kj&hala, DattUa, Tandu, Tandayani and Tandya are 
mentioned as Bharataputras. Some points of KOhala on dance are mentioned by 
Abhinavaguota in his commentary on Citrabhinaya under chapter 25 (Bombay & 
Baroda editions) of N.S. Points of Sahgfta Meru, KOhala's treatise on music in 
the form of a dialogue between KOhala and Sardula are said to have got merged 
with other treatises on music. Kallinatha has given some 39 kaiikas of KOhala in 
his commentary on S.R. But this portion is suspected to be an interpolation as 
it mentions Kirtidhara who was posterior to KOhala. Scholars fee) that KOhala’s 
writings got merged with N.S., that he was one of the redactors of N.S. ‘Dattilam’, 
a work in the form of a digest of Dattila’s work has already been touched upon 
earlier. 


The central idea of this verse is a rendering of the following slOka from 
S.R. 


‘V5ta pitta kapha dOha dharanaddhatavO yatha 

6vam Ova prabandhasya dhatavO dOhadharanat’ 

(S.R. 4 Adhya -10/11 si.) 
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JboAiS 3‘Si^ 6c^3<>o, ^^SS, 

es"^ SScosp^ C5«e&i2§)l)^ '^e;»S2o', ©o^Co ss'^ ©SSx)Sp^O®«Sb2§)l)^ 3Jj^5 «SCP^3 
lb ^So SS^odoS. «i>^S ^C^S^o, ^^3, ejt$^?^o es'^ SSxr«ik> 
0®eS5S^e» ^Sooi5 §6a»S)§SPiS Si^ esC)[^^o. -S^ 

SibSSoeP-CPeSj^iSj C5®4SoSo»e» 3S^ SPeSi^a (S¥o» 

J^^oj eo'ts ei^C?ics^oaJi>^^ SJ'diS SCT>^oS ^Klj’o-CSScr'ttiSi. <» esjS^S 
«cpo5^ qao;S ar"^qg^cp€)a (KSpocp©. "Sco 

rpdSi^^a -cjocp^ q^oda (7?>dS5(3n>^s® -cboa?} qc"^ sis 

s^^S) «9S "a^sjg l«t3«o-cr>e. 38 sa^o ag ^c^ssa 

a»«foj§)®D aoa5a»a§ ®ssc33osj»©55 es;po«se scjooSj «sao&r»e3^;5 soStv* 
aOJ^aJoSbeoO^cco. 



This M6ka occurs in S.R. in the context of ‘dhstu bh6da-s’ (enumeration of different 
dhatus ) and after listing up the three important ones udgraha, dhrQva, abhOga and 
the minor ones mSiapata and antara. There the idea is that udgraha, dhrQva and 
abhCga to the prabandha ^rlra are like vata, pitta and Mesma dhatus to the human 
body .In our Telugu text Cina Tirumalacarya is speaking of vata, pitta and ilgsma 
in the context of giving the nomenclature of dhatus to the vrtta-s. Here we should 
not take vrtta-s to mean merely the four-lined stanzas composed in prosody of 
aksara-ganas. The etymology of vrtta given earlier as that which pervades the 
prosodies like gayatri etc; in Vedas is to be taken, (gayatryadau chandasi vartatg 
iti vrttam). The pervasive subtle element of these metres is what is meant here. 
The author speaks of udgraha etc. as pallavi suitable for avantarapadas'as limbs 
of nibaddhapada at verse 38. 
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S>n 3i5£$A;S 

wn‘ 511 ses«s:o 

«r'S^:3a6^r»»c«C83e»S SSodScoc 
|^Si^c»S>> cSS)0beuc<3^^oA'3 3e» 

i50« ad<n»a js»jS5e» ” 27 

o»uais 6^ss» sooo^s'ass sdssjsjo 3^*). acpsj^ aoa^^doii^ 
s»s i^gj«o€* 5»a spe^3b^ cb>« 5«» (>ae» so^^as 

^®* e»«»«s» -awes^a aMSSaw ad'^esj. 

iT*^i cKSifotis s*asw5)acB> soiso^oTT* aos^^a (>^« d»5r»^oa5 Kr»o^. 
3d»j^eS3. aoa^^a d»er»^a5»083o0oa SPiog^Py^o 14 t»q»gd55o (C’oCT'caj, 
oS^cr* a3a(tfc»«»)^ ar»gg{5oo 15 e« 3 »g<ai>o^ 16 

»0®ge5S5ofi^ «Hg^fflr»e)os»0 ?bo 6*^^ 3J)j 17 «»0®gcSS3o^ 

sr®*S>,s^g)a^ So^wT'co Sa^ooir* 3d^j2&}. a* wcpgdSjo 3*4 
*sxi|Cc»ofi^ so*ao’ "fciis^a* 18 f»o®gds>or!» &o&. soa^jo^al 

»a(^o¥apd«® Mdsp i^cxp^ aptjvtoli sp«o, »ao©, ?'e1!>a, 

■«>6ar»X0, er»>g, o»4cj»ag ajS»aL>j^ «r>a.«)S) PS^, wfce, -cpoo*©, ^0, 
[p°a3&, tro^, •sa*gS) a^a.oa 3a^u&o&. tpa^oauda 

aa^Si, acs^a^ ^«gaa»«» iSipei>es»op iota^coj. 
ais^a iSpg«» ar»^‘&> Aotpcoo. q& iP*jg^r»y^o a»t3 apo. wa©^ 
s»oo5^ aoAa oo»j^gco a»og4r*i^aj «»a>aoo3 (atjoc3*>o®gcji>o^ jwboaxi 
sipao, ap(^«cp«)S*ao ^oj^tp© «»a5g5;»^«>iSo^*^ 4ea«CT»e», axr»e 
^cr»© ajo'g^jofsaj^fi^ a;:^ 8 s»ai«cr»e», a^j^cp© (ao^^a^odsas;)^ a;:5j 
16 tpo««!P«»aaooaoa. ao» ^ooc «a©, apja©, a3© ©>75 

sptsa 3!r^ stpo, TTc, «o(a, ipaa 3:?oa: a^oOoa. 

aaodS3ajo»a'ii5g©5 a« acgoff* aoa^^a (^^a «pa«>5^tx ■^^f^pa.'sa 
sipo, patpoia «pa«» aaoaasi a/wS «»ou3a«^dso. a. acsgoe< “ia 
3a^a eJSsfi (^ao5 ap^ao wckp ?pa.o ao(^efipa^ ©aaaooa ©a^cox> 
3i§<ar*©. aoa^^ao«< ao aTS^acpa’^a a( 5 *oa dSia. sja >a>oifo6* 
5P£P Ao& 6a»©. d»o»a a^cjsj aa*epa^a (a«aa>5 aoa^^ao€r< 
©•ajj^a© apja© 6©a. ga^^ao^ < 3 i>a aoa^^a©^ a® aaa^j^a apa'aoa 
a(p©a; (^a© ap(a© 3a5«54^«7*K a^dsp^e (^a© 6©o}©a. aas^oi^ 
‘■ap3’ ©"S "itoS* dS)© ao5«s€»^ ©•« d'cpagg^o a»t3»agdspa©n» 6cta>©a, 
‘dSsasTt^’ ©^ -idsss* j^ao >aa^d3p^o opa©p'^ 6©oooa. dsoae^ 
"SotSS 33^© gpcpj©, |>a«^* 3»©•^^aa» ©cou^ xPco. 

aa>«>€r« dSj© aa3<to€r* o^t d»CT>agg^o-^(©. (>a aj&dsp^e©. aag© 4 
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Verse-27 


Tr. We proceed to give the language regulation for pada composition. Sages 
like Bharata, Dattila etc, have stated that padam may be composed either in SSnskrt 
or in PrSkrt or in (any) regional language; yatis (caesuras ) and prSsa-s are to be 
observed like in a padya. 

Com. Bharata has spoken of composition of SSnskrt text and Prakrt text in 
the context of vScikabhinaya (verbal interpertation). In the 14th chapter of N.S. 
(Bombay and Benaras editions) grammar and prosody are dealt with; vrttas are 
given the 15th chapter; the 16th chapter has laksanas ,alamkSras,gunas and dOsa-s. 
All these chapters pertain to the Sanskrt text. TTie 17th chapter deals with PrSkrt 
text, language regulation, naming of characters and modes of intonation. This last 
chapter is the 18th in the Benaras edition with the caption ‘ bhSsS vidhSna’ (laying 
down the language regulation). Fallen forms of sanskrt spoken in different regions 
under the names of MSgadhi, Avanti, PrScya, SaurasSni, i^dha-mSgadhi, BShlika 
and DSksinStya are the seven that were called bhasa-s. SakSri, AbhTri, CSndali, 
Sabari,Dravi^, Andhri, VSnaukasi etc. are called vibhSsa-s (further fallen forms 
of language). In those that are called bhSsS-s will be found tatsama, tadbhava and 
d6^ya words. VibhasS-s have only tadbhavas and dgsyas. This was the position 
at the time of the composition of N.S. In later times, S.R. following the footsteps 
of N.S. explains in its prabandha adhyaya (4 chapter) gurus and laghus, the 4 
ratiganas coming from the atyukta chandas with two letters, the 8 kamaganas 
coming from the madhya chandas with three letters and the 16 banaganas coming 
from the pratistha chandas with four letters. It describes the different types of 
5la-s like ganaUa, matraila, varnaDa and deals with different kinds of d£saila in 
different languages like Kannada, Lata bhasa, Gauda, Andhra and Dravida. Gina 
Tirumalacarya is upholding the compostion of a padam in a regional language like 
Telugu. The yati and prasa spoken of by the poet in this verse have to be suitably 
understood in accordance with each language considered . In Sanskrt yati is in the 
form of padavicchsda; the word must end at the end of the line also. Prasa in 
the form of the second letter of the line repeating in all the four lines is not found 
in Sanskrt ; only anuprasa (alliteration) is used. In Kannada yati is like in Sanskrt 
only but prasa is like in Telugu, with the second letter of each line recurring in 
all the four lines. In Tamil yati goes under the name of ‘m6nai’ and is in assonance 
with the first letter of the line. Same is the case in Telugu. Prasa in Tamil goes 
under the name of dugai’ with the second letter of each line recurring in all 
the four lines. In yati both the vowel and consonant of the syllable must agree 
with its counterpart. In prasa, it is enough if the consonant repeats itself. Alliteration 
or anuprasa is same in all the languages. It is a verbal figure of speach (sabdalamki- 
ra) and is optional, ordinarily. 
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es^ o«sp>©. «!)^^^s» tjpa.^iS5 t.'i 

3}& ^C?®Cc»o77> 5£Poo5»bors® o^^Son® &otx>o£). 

s»S ^to c5i>© SdS^SOon®'^ s«Sjoa SdSSOon® ^r^c® ^Spo 

■a®©. Sa®^ «x |g^ « ^ss'S^iST'S'^iS dSj«S:e)5*d®tJ5 ScpsSj 9^ScSSi«&e»Sr®c® 
6 o4;po 35; «9o'tj»>®aoo^Sa®SS50 SS^oJ5^^JS7*U. 6Ci®:>bc»Si So£30 

Oo-SiS SS'^oS^ d®e3^a®S2 5J®^?5 dSo^foeaoC®©^ »c3i>Si>o. es©""}^ cT®e5^ 
SoAeSoS^^ocSSs (SSS^ ScSSjSSjo dSs® esISsjJki^&^S^a. SSSjcSSsd, ?^;§)C^d3j<S, 
(^S^SSSJ'dSjQ ^ SS3J®55. dSjifoeo SofteS 3 d®^&oS 3 Sd-So®^. Jy®e3^ 

(Saoq®^^ ‘cSSjS’ es'^a &oS>. &€r‘'t SeS^o^ d^fSa^&cSST® 

gfio e-gto s®3®© ©^ SdSa2Sjo5*d®oo ©&^>^6^ ^JS® ?t>03O-C3a§^ar®©. 
aeSOCSISS^ ©^Saj^ISSa 0®O®i3^o 6oa. i)«J® S£S OCSiS^ ^C!®a 5'©5e3o 
©JSa^aS* ?potteS^di>o77' &oc®oS S>oft«S 0«3P^ge e^cso. ‘©o^^ 

spotteSjcSSao ^;Sa;^a i3®dbS3®’ (»oA. tSu^^. 4 ©O®^- 33^.) 

1. SiS^oS^ s®ga*coi^ ay®^9ir»^5o^ SSj®(^?i 

es®e» 3SS6oSa&aeS5'3^. 

^a) ^o£^S^D®q 50^ ©«S6^5® ■v5od5«^^. ^3 6SKCS®exa. SoS^iSoS^ 

StS'S ‘(e3a*^’«CT®ooO®CS3. ©0U®i5a. 

oJjjS^^SSo Kj& : I AaSaS^Sa ?bOj : U 

U U = «o 

i_lL= (^) 

U 1 = «« 

1 I =r OO 

5’©'3oJSo2SOJS»©j^ a<i©lboeo, ao/\©^5 J3®t3^ ■SaaeSio 

KC5®oSa JSaS'g oSJoo^ SSaaoiSao-CStto B;Sa?b^ So(SC5®d3ao. 

5®©'3oJSa SSeJ5>«a 3&^Sgd ^iSa. oJ&X'^aS SSaaodSa SSaS^g ^Qajta 

6;3j^a. (Saa^oS^ ^ (P*^_^eian®S, ^p:5>^&>C2eaan»S a®S5aa^K;3ag SSar®ao 

?loa 5-£^»3® ©2§)sSaoa. 

SoA<a UU - lU - UI - II ©"^ iT®€»KCT®o;Sa 5S«cs®ootJ»5a. 

o$j®^a ?iC5®oSa JSaaodSa SSaS'SoJ^^o-CSoo S)oA«S ^^o^^Sa SS^eaSoa. 

‘SoiSa o^a®^<^ ^^C»^n® SSa^eaSoas’ Os®^ 4-64) ‘<3^p®Sa 

o5aao^'35^^*^ SSai^e>«&^» 2®cJ®$ 
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But yati and prSsa mentioned here are to be understood not merely as 
applying to a stanza but to a musical composition like padam too. In padams yati-is 
not merely in the form of assonance (aksara s5j3tya rQpa) but in the form of respite 
too; it means there will be respite in singing at certain points. For example in 
vastvailS, a variety of desaUa, it is enjoined that there should be four yatis in each 
line. Similarly in instrumental music regulation of functioning of laya (laya pravrtti 
niyama) is called yati. Students of music are familier with sama, gopuccha and 
srOtovaha yatis. Among vSdya prabandhas too there is one called yati. Similarly 
we have to remember anuprSsa (alliteration ) in the context of prSsa. In the 
composition of padam anuprasa plays an important role. According to S.R. it is 
a rule that ih the composition of elSpadam the first verbal unit should be in two 
parts embellished by alliteration. 

"anghrau khanda dvayam sanuprSsam 6k5na dhStuiia’- (S.R.-4-33) 

1. MStrS-ganas touched upon in the commentary, though not in the verse, are being 
explained. 


a) Ganas are metrical syllabic units. A gana with two letters belongs 
to atyukta chandas in Sanskrt . In Telugu these units come under upa- 
ganas(subsidiary units). In Kannada they are called Brahma ganas; in Tamil they 
belong to Irasai. A laghu is represented with I,guru with U. If prastara is done 
for a two lettered unit in accordance with prosodical rules they will be as follows:. 


U U - ga- 

ga 

These 4 permutations are called 

i U - la - 

ga 

Rati ganas in music 

U 1 - ga- 

la 

In Telugu the first two rows of 

1 1 - la - 

la 

permutations are omitted in any prasta'a. 


Thus here only the last two are accepted. Again prefixing a laghu to these units 
starting with a laghu is also the tradition. Thus the units UI, IH are called Surya 
ganas in Telugu. In Kannada the first two rows of PrastSra are also accepted, 
prefixing a laghu to those starting with a laghu is there. Thus the 4 permutations 
uu,iru, UI, in are accepted as Brahma ganas. In Tamil a'nirai’may be in the form 
of two short letters or one short letter and a long letter, either by themselves or 
in conjunction with a consonant. These ganas come under Irasai eyenthough there 
may be 3 letters in some units. In music also the custom of prefixing a laghu to 
the unit starting with a laghu and accepting it as a gana is followed, ‘kintu tatra 
lapurvS y5 tSshvSda vadhiko laghuh (S.R. 4-64) .KallinStha comments* tatrapi 
laghupQrvgsu Sd3vadhiko laghuh kartavyah’. 
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U U U = 2S^ 

I u u = ^ 

U I U = 0 

I I u =» 

U U I =« 

I U I =» 

U I ! =«SJ 
I I I =5 

8 sSix»2^cpo nepta. SoftiS St3s s^ssj^cpoS ss^aa»a 

^Os. 5’©'3oJSjSS0j»e» S&O ^CT'oSi SSjioJSj JSsS’g oSJooJ^ ;35j^ 

3e»?b€r* s^o^tt?<CS®o^383^ ?^C5®e» i)C^Sar>oa5. {o-HK-iS-Vin-^-Ho) • 

5*©-3oi5o SCbaeo SeSoSoott e):&r>^4S3ej2o o:5wS§) JSoooeSj ;;3s^^ SSi-»«-0- 

c3tt-£S-So-^S-c3e> ?<CPoS3 S^?tCT>e>ot7»Cb. %S2b<Jo5^ gS ‘«Sir®S^’ ^SoiSeS^coo. 

^)SP^CPe) ^SoeSSo^ 


u u u u 
I u u u 
U I u u 
I I u u 
U U I u 
I U I u 
U I I u 
I I I u 

U U U I 
I U U I 
U I U I 
I I U I 
U U I I 
lull 
U I I I 
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(b) The three lettered unit called madhyS chandas. 

u u u - 

ma-garia ! 

These 8 permutations are called 

1 u u - 

ya-gana - 

Kama-gapas in music, of 
course with prefix of a laghu 

U 1 U - 

ra-gana ! 

where a unit starts 
with laghu. 

l 1 u - 

sa-gana ! 

In Telugu the process gives 

U U 1 - 

ta-gaoa ! 

(ra-na ga-ta-sa la-bha-na la) 

6 units only, after rejecting the 

l U 1 - 

ja-gaina ! 

first two rows. Ar]d these are 
called Indra ganas. In Kannada, 
without, rejecting* the first two 

U II - 

bha-gana 1 

1 1 1 - 

na-gapa ! 

rows we get (ma-sa ga-ra-na 


ga-ta-sa la-bha-na la) eight units 
which are called Visnu ganas. 

In Tamil they come under‘murasai. 


c) The four-lettered unit called pratistha chandas. 


U U U U 

I U U U 

U I U U 

II U U 
U U I U 

I U I U 
U II U 

II I U 
U U U I 

I U U 1 
U I U 1 

II U 1 
U U I I 
lull 
U II I 
I I I I 


These 16 permutations are called 
Bana gapas in music with prefix 
of a laghu where a unit starts with 
laghu. In Telugu, rejecting the 
first two rows and prefixing a laghu 
where a unit starts with laghu we 
get 14 ganas which are called 
Chandra-ganas. In Kannada all the 
16 units with a pre-fixture of laghu 
wherever necessary, gives what are 
called Rudra-ganas. In Tamil these 
come under'nalasai.’ 
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16 ep>t3?tCPoot:p5^. o$j^^<2> 

A«!T®o^ SS:ood:> e5co^ ej>^^coo^o5. 3€D?t>^ S’® 

^otk>SS5I6®^ 2)<i-® SS:oo<!5:) o5a)2§)oO^ ■C5o^?^cy® 03 £DC^t««3Pcoo. 

^€)'3oJ^SS5Se» oSJJ’^'iSooSo SSxioiSi o5iJ2^o-2^ ^^5^^ 

«cy>e^ i3b(tt«cy>ootJ»J3^. 3}3 ‘fPo^.’ ifo^^So SS>oa>. 

?}'tj T^oos^^Jb JST'i^Kep^ ^ohHoS^ 


6 «CT®^I ‘t 5’ feSS^a »ot«Jo 

5 ‘s’ «C3Sja tiCo, 

4 SP“(de> ?^CT®SS ‘-CS’ toSoS ■&&). 

3 «£;y»sl ‘«S’ toSoS ■Sesb. 

2 «ct»SI ‘b’ toSS5» ■&»:. 

So-S, btSbS", (S, bj^ - ©"jSsPb tJb 2 *^ 05 ® -&«'&)& li50£:b^. 
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The mStra-ganas thus derived are given the following symbolic short names in 
music: 

a gana with 6 m2tras-‘cha’-gana The first consonants of panca, 

a gana with 5 matras-‘pa’-gana catur, tri and dvi-indicating the nu- 

a gana with 4 m3tras-‘ca’-gana mber are taken as symbolic na- 

a gana with 3 m5tras-‘ta’- gana mes. 

a gana with 2 matras-‘da’-gana 
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^11 Sc^io 

?5SSjr«a 03-CSjoo«©o-a5 'Al^ a> 

^,5^® s3'^{5oiS^ "SsjoiSj SCcS^ ^ohi$ ^i^^oeajo^ 

SSdoSo CKj JPSSi£3*d dio«S'^ JS^o-^Jc (a^^S'S: 28 

0'ii(^^J? s^Sooc») gcpo, 

paa, «o(a, epo, 7r“a»a ssj'tj^es:^ «n>si.^ Svr>oj;3 ‘la?©’ 

sao oonoco -a-a^Qi t>c5« w^eso ssoaist^n^ g^s^ao, issa^o, 
3J&?b, er>o^«iiP5., TTS t)gV ^o5J»o-§ 

§^;33 S’^SPO S^oSj M^ao ?r'e»j<fcoa. ” ^ 

SJ^^II 0oag^ SO^oa^ ‘^2;«’’ SiS^eo, dSb^o, 3^?b, e?>o 

'6^Kr>Si,j7^& 'ScoiSW^S '6^ 6oOlP SoAiS ofio 

tx>^^tii. Sa^oS^ gr»*a^ wa 

sr’cr* ©^SsS^JP©. -&, SS^dS^oa^g^oCS ©js^ssa 6;3 j 4J0 g^Saao 

Cfooa. SoAii eo^^ggo ^ ^2^ogo”ssr>i«-a: 

aaSD^O ;3?5 cjeP 3Sijjoa. 

‘g(^o ePto 7^c»o^a pa£3®^o«Si ^Si.cSir» 

£3ig^8 So-; ^s^SooGpa- ej^oejs’ 

-(4 ©0°^- 144^) 

SjS 0oag^ ^s®ai^dSj»'a^ 323^^ ©a $go Z„gt3 dcr®jao. a}^S§ 

s»©^ ti^&h 3ogogS3e»ga (^1.^?. iroo p. ) aoD»;§) ^6 g«go 

P?3 S)0’S;^ 30»|dSP>’ ^^oa« (SPSco^Saa pg^CJOfio 

7 3s^e:<i3. sy>i56^ z^stS iSt^n^o^iX) ©^a 2)^S.a*l3 

3s_^a<j3. sag;§)e», er-g^dSioj ^ sa^oa^^ joaot^goti ;)go^s ;a«5P^_;^ 
?tid^S£^ sspjcs 3^^^©, soAftj g€P>^gco sPiSgoio ©so«50 5»ooa® sa^s 

Stog aoA»go ao«J (S^eSo ^a:. S^eoTP doxoO 

'St^s'otj^ w^ao. -&8 5PJSO S»a3. ^ («oasogb ^g^ras 

as^s®to 'sas ((!.«. 1402-1407) .sa s^sp^oos^g ap'cpsocS 96eps^ 

jp^ggcpa;^ ss^^iST- ‘S'a^^TPg sS^dcs^dAs gaga^ou^od g© 

T^-Sa’ (7 sa^o) ©a^_;^a3. -g^ ga ‘a^oei^.^^gcsd^-aijoai ggel^T’ 

©adoa^ ©epots JiPS'Sj doa. ^«??r^s.a3 eioTPgoePotl aeu^a a^^rpao, 

t» gaaoSiStpoSj aoTPg;^ aKoSotiaA«ao ?p>aoaao ©'^a ag) a 

^Soaoaafla sgS7»go. ^ ^ 
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Verse 28 


Tr: Just as gold affords us pleasure in the form of ornaments of different 

types and names, ‘dSsaila’ composed in any of the indegenous languages spoken 
in the countries of KarnSta, DrSvida, Andhra, LSta, Gauda, etc. (languages other 
than Sanskft or Prakrt) gets mentioned in musical treatises under different types 
and names and affords us earfuls of nectar- like pleasure. 

Com: The author says that SangTta S3stra has recognised ‘d£saila’ (el5 

in different regional languages) in Kanna4a, Tamil, Telugu, L5ta-bh3sa, Gauda 
bhSsa under different types and names. The use of' 3di’ in the verse meaning 
etcetera should be taken to have been intended to indicate other regional languages 
too. In this respect there seems to have been some unstable conditions. S.R. 
delimits ‘desaUa’ to 5 languages saying thus: 

‘kamSta l3ta gaudSndhra drSvidSnSntu bh3.say5, 
des5khyail3 budhaih panca prokta manthadit3latab’ 

(4-114) 

Our author, though he has mentioned the same languages, has added '3di’ 
(etcetera). Pottapi Vgnkataramanakavi (c.1700 A.D) posterior to our author, 
mentions the same sl5ka but with ‘Slassapta vidh3 jngyS’, making the number of 
languages seven. N.S. mentions 7 prSkrts undenr the name bh3sa-s. Although one 
among them is called dSksinStya (language of the South) Telugu and Tamil are 
mentioned only under vibh3s3-s. We have to take it that musical composers and 
rhetoricians have been recognising more than these 5 regional languages. This is 
the change that has come after the composition of S.R. 

An ingot of gold at home does not afford the owner any pleasure until 
it is made into ornaments. This idea is not new. Vinnakota Peddana (A.D. 
1402-1407) in the 9th UUIsa of his work K.A.C. (9-7) says how can one adorn 
himself with gold however much he may possess unless it is made into an ornament. 
Similar is the idea in our authors’s simile ‘like pH becoming an ornament’. The 
main idea to be taken note of here is that indegenous language came to be 
considered valuable like gold and compositions in such languages were considered 
similar to gold ornaments. 
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02:oC5^C5'2a^ ^5e5e^C5“Sj^ s^eSo. 
^o?lo3T® ^5t5 ^5-C5^ e£)odi:)^^ I6oAd 

S)eP'0£OO<55o ^CP £)€P^^5d5oei)‘i[5 ^ohi3 i5Z^ 

^u^i3^'^od), ;^oA^ t^cp^5:)cI (^I.^. 1134-43)^ i)ep02oo 

^s:»ex>, Sc^Tjo^S:) rbQo-^ ^\^o CPO^^ 100 ^s^ex) 

So3^o 5. S>dd^e> SS:>ip5n»a:>^ (^1. 1175) S>oA<^ 

^5o!fl;®o?T®^, ^5)^S:>c51)iiP6o’S^ I6o^AS>orp;6:» £)€P 0eoo<5o 

6€P^^6o (^l. 1230)S^ 356 £)€P 0eoo(!5 

"^CPo:>^S^£od2_- («0(55^^ S:)€P ?bdo-2)3S^^oc?>^ 

SS5^ 'S'^e;^ ?b0o-S) ^l^d> £)eP 2)^Sio 

V- Ql-» cL- oC o_ ^ 

^^007^2^^ 3®dlr®®. §^o^, 

^£DO(5i3n5SS:) ?bOo-^D^0§;5 34 ^eS^o §^o^, 2)SSdoS3eje^<iiboa). 

TP^o (^^^oCPoTPoS^tS SeogTP^o e)^?)o-CS^^oicoo5. 

(^cooCiPorPo £P^ ^5di)o. ^oo, e>o?^^ex>, c^tiSb^o:), 

■S:od52_^ ^d5:>SS:o SSo 0e:oCPo:> 

"30^^ 3s^ex). ^cSi)SSJ®o:)^^S ^CSo^^o:. e)^3o^^a:). ^cpSP3irp^§ 

CPTPeP^^^ ^dSoSSJ^eo £)S) 0^o?:pa^ 

02ooc>^a:> (2) 0eooCPo:» SS:a^£^ SDcpex). 

iSeooCPo:) '^h\^ ^bJ^^d> 1625 6r=*^5^ 

V- oJ —O O 

ir>'&S). sjS) :sp>e^en ©a &r>c» epotJ»&. £)er>a ^£50 

£joJ?°o SPS"! tJ®^S£:oCS®o^ "^tSo. '3oiSo £3s®oSo ®^3^'3oJ52 

S^lc^ex). ^oAeS 5eJ«^g5o^ 0£2oq5®eo 8+ ts® (SeooCPco 24+®(5l^ 

0ejoO®eo 36- “Sx)^© 68 a)®s®S [SwoO’exi, 7, CiJ»5S 

02JOi£S ^C3»oj 

S)ep S£5 o§^ SS^S^ 6a®^o. «J«^£io, T‘t5^o, 

g^C^o, CPO^SaS^o 'Sx)£32^;S KjCT’oj Ziot^^ e5^oS£oJ-«r>ax). 'StohiS C«y»j^ScPS)^ 
es^SoJSdo® S)o^ Se5 ^o5ir»^ ScSiiiSjo, (SS5a»S)l "^Co, (d^cso es"^® 

6^r>^axi. epo»l^ ?v>;3^2^SJO 6oa. jDoSi S'® >CT>^ S3^?5 S3n»ao, 

SSXP>5*Sp>e3o5^ ■3o£^ 5c5»eo, ®^®^®ro£So^ SaJ’i&j, o5®>e3o®^ e.gd "awdo 
165J3“exi. "SxidStS 3d«c®^® S'® Sc3»eo ^d^S %30d£3jciCbo7? 

6ocr»®. tJ 'SoolS «;3L>g |S<SP“«o ^cSSr=®. S'® "SoiSo S^noS^® ®®6 ®ax»JSo 
®CT>ew ®o®o. >£3oS^ ®£5o SS^^PJiPoSSoT?' doC'®. o6^>dSoS®® 
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The present work is conceived as ‘Sankirtana Laksana' and not as either 
Trabandha Laksana’ or ‘Pada Laksana'. Composition of a padam is touched upon 
here only as an adjunct of hymnody. So some difficiencies regarding the science 
of music are inevitable. Ela prabandha or ela padam is an ancient mode of 
composition. S.C. of JagadSkamalla (A.D. 1134-43) is said to contain more than 
a hundred slokas on ‘elS prabandha’ and 'karnStaila’ is said to have been covered 
roughly in another 100 sl5kas. HS is described briefly in S.S. of Haripala MahTp5la 
(c.l 175 A.D) andS.S.S. of Parsvadeva. S.R. of Sarf\gadeva (C.1230A.D.) mentions 
356 varieties of ElS. Our present author is speaking of 'dSsaila’ in so far as it 
concerns him-without saying anything on the general charecteristics of 6la. Since 
'desaila’ is just one type of ‘ela’ it is necessary for us to know the concept of 
els at least in a general way. Hence some explanation is offered to the reader here 
in this regard as also under the verse No. 34 where ‘nibaddha pada’ is dealt with. 

Music framed in dhStus and prabandha afiga-s is called nibaddha gana. 
The jati of a prabandha is decided by the number of prabandha angas present 
in it. Again prabandha-s are of two kinds, namely niryuktas and aniryuktas. Those 
which are regulated in respect of items like chandas, tala, angas, dhatus, rSga, 
rasa, bhSvSa etc. are niryukta prabnandhas. Those that are not regulated in respect 
of the above points are aniryukta-s. For example ragalapana has no regulation 
regarding any of the aforementioned points, hence it is aniryukta. Prabandhas are 
classified into three groups: (1) Suda (2) ali and (3) viprakirna Prabandhas. Suda 
prabandha-xS are a particular group of prabandhas sung with one of the seven talas 
mentioned as suladi talas earlier. These are^'suddha suda'-s. These are called 
'sudastha-s also. Those that are located somewhere within the range of these suda 
prabandhas like ela etc. are called ‘ali prabandhas’. ViprakTrnas are those that are 
different from these two groups. S.R.describes 8 suda prabandhas, 24 ali praba¬ 
ndhas and 36 viprakirna prabandhas- a total of 68. BesideS;there are 7 salaga suda 
prabandhas. 

Elapadam has an exalted theme. Munificience UySga) popularity (so- 
wbhagya/lokanurSga), heroism(saurya) bravery (dhairya) and righteousness (dha ■ 
rmikatva ) etc. are praised in this composition . It has a fixed number ot padams 
or units with a name, a life force (prana) and a presiding deity for each. It has 
its specified procedure of singing(ganakrama). Ela has 5 padas or syUabic units 
in each of the first and second lines, 2 in the third, 3 in the fourth and 1 in the 
fifth.The total number of padams or syllabic units is 16. The first syallabic unit 
in the first three lines vShould be of two parts each, with aUiterattion. Gamaka has 
to fallow the singing of this first syllabic unit. The last three syllabic units or padas 


90 



seso 6oC®©. SSjoS, a^dSj, gos^e), ^S©«5»e) 

SSj'S sy»t3^ £)5® S.2 CP^oS* ^c3i>SS:o. SJS)(«:3'o 5»g es&«S esJ3«K«S 

e-gt3 ^iio-CP®. 16J3C5»e);5j 'doS^iPQ gr'J?> ^^SSo es^S 

t 2 ^ 4 S'OSeSo SSg (I3ss seso) SSx>AoC3SSoS>oe5^ 2 ©^Pie:>;D ^ 0 . 

ej)^?^ SSsiSej'^ C!®«3b^5^ oS^d^dSo (^SSSSo"^ 

SS:oAoi2SSi^ 5^$. SSa®©^^ ll)"^e»7V», Ib'^^ 5C3®o'a5&, (§oa 

^^no, Ib^ esO'SsbeS, cbSSbJ^gj^JS 0°^2&), Sod i5g)„?5 Sbft®;5 SSSa^oS® £)o 
-&< SDOOA® CST^SJSCSo^ siioo 


■Cir'Io^txTT' escoa^ SDeJ* 02oo45o 1) dc^SJ'o 2) (^JSo 3) ts^^o 

eslS SbiP>£b0 (dqyx&So 2?iSboa. t3eSji:g£S5go?P ^ST'd ^'Sa 

^^CPiSioo llSbCT>e3 SSCgi 6c^!3*o^ H^c^oS) 12SS SdSo ‘‘^O'^Sgo’ olS 'S'S 
C^eSoSSS "Sblio (Soeb T^J^Szod^S d5§ |^C5®e>gy^ e^CSPoo 3S^» 

d'S. r;»;5 ig^oS^ i)t3^ ^tdonT®©. S'© "SoiSo ■CbCtT'S^ SoSSSSolS OSSO 

Se5(Sc3SioS® S'© ■3odot3S SooaSJSi7»^SoS®;5j ;biJ’d®CPSj_ [^SSSJ'^SoS^^So 
©©"l! SSoJ-odoSC®^ S'® 'Sodot3^ ;Sod?^Jb3-»;3oS*^ 

SSsr'd*D»S5^ Sooas SSj'^boS^ib doc»®. ajd £5©^ ^SbJ'JS^e^oo. £b©»SeSo 


MS©, SSr®(S©, Si'S o, es® iJ»©o gs»eo. esodSoS^ P^Bo SSo^Sgo SSO 

o— ^ ^ 52. '-®~- «— 

SoTV® do^ siiX*i^o^e« ^ffr>oS* 5 ^SP^cs^eoSbdS e-g PSMcjoS^ gr»'3^a 

sPCT>sss. 5 SPECS'© Stodb z-g pbPiCToS^ gr''5ja spo^jss. Ssp^eyo© Sbds z-g 
zsP^csoS® gr''Sja J5o!3»SS®. SsSjP^CT®© ^dS z-g cSboPtcsoS® &r®'6^a {5(p»SSS. 

£)t3 OMo CMCT°ai©;3j 2^«fo©:7T» ^ScJSotoo 2© 93 ^C5®©o, 0SPCPoS5®^So©i 
15, "Sxi^o ^a 112 a(:5®©5 s'Sioa. 


250^(9© es'^a 'SPSig 3?yjP3 CS, 5»P5o, ZJ^trs, 2D^^P<ey»©S® (gSSooPT® 4gS»©i. 
cs?^cr>©S® 11-11-10 ©:&i5P§)©ooda es gsp, s«ao?i£T>©s* 22-22-20 ©sjco 
^©io'da ^sSis5gp. zr‘E3?iC5»©S* 33-33-30 ©PbcoP^eooda zj»t3^%3. 
Ptcs^oS® 44-44-40 ©P&jitgjejo'da ao^a^zp. (©$pi Pbog)^o> z-S®^^ kP°c3»a5 
ss^tod^^. ssxr>tii Pbo?p^©j aCiPbrp pSij^dki d®c3®©go ©a (KSpo-j"®.) aoaaj 
€y®a^c3o<b6oa 5-C5?^es®©5-l-l SP^csoS* goaoSSoSj 5 SSP^cy’eo-i-laPicso ^^©oi^Sj 

l<SPtno+3a?^cj»©i -t-lPbP^cso -flaP^zso-PS^SPbjS; lap^c3+lP3P^n-t-4a?^cy»©5-i- 3SPi 
cy>©j-l-l<5«cso-t-lSP^C30-aKDSbS- sj^S 4gs»©:. es&aapCT'aij^PaPbOoO "Saig 
3£>^a P3^a»a«r>^aj^ SioP^SSP0©^S ^S7»^3^© ^ 4g5*sr'«yocoi5. aP3oa<3SJ 

sbj€j»aj_aiS6oa '^cs ^spap© Pics^^dispsspo ada ap(o« sosp^ esa 

4c5»^sboa. 2)t3s® a'l£c'©j apS^ 45s»©p. atia "appso 20cs'©p. 

^ o 
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of the first two lines constitute the pallava. The fourth line should have a syllabic 
unit or pada mentioning the name of the hero or leader. The only pada or syllabic 
unit in the fifth line should contain the mudra(impress) of the composer (vaggSyaka- 
ra). It is enjoined that 513 should be sung in one of the four tSlas called mantha, 
dvitiya, kank3]a and pratitSla. Singing should be started with vi.samagraha i.e.either 
atita graha or anSgata graha but not sama graha. Kallin3tha’s teaching is that having 
sung these 16 syUabic units for the second time nyasa should be made at the first 
unit of the 4th line, caUed'dhruva’. SingabhupSla’s teaching is that having sung the 
5th line called ‘3bh6ga’, dhruva, the 4th line, is sung again and left off. Showing 
the serially numbered syllabic units or padas in boxes, their prana below and the 
presiding deity above, dh3tu on the left side and other detads on the right side 
the format of 613 can be represented as in the format given. 

As per the format shown 6IS prabandha becomes tridh3tuka with (1 )udgra- 
ha (2) dhruva and (3) SbhSga. S6m6swara and others who considered it caturdhStu- 
ka said udgrSha shall be the dhatu for the first 11 syllabic units and the 12th unit 
should be sung with ‘mSlSpaka’ - different dhStu. There are definitions for the 
ten prSnas indicated below the boxes. They have to be followed while singing. 
In the Pallava of the first two lines, the first two units (3 and 4) should be sung 
in vilambitamSna and the last in drutamSna. Similarly the first two units ot the 
4th line (dhruva) should be sung in madhyamSna and the third unit in vUambitama- 
na. These are the regulations of 613 in general. 

El3padam is of four kinds namely (1) ganaila (2) mStraila (3) varnaila 
and (4) d6saila. Among these ganaila takes its shape with the three-lettered gana-s 
familiar to us. Five ‘bha’ ganas plus one ‘na’-gana per line makes for nSdSvati;, 
five ‘ra’ ganas plus one ‘sa’ gana makes for hamsSvati; five ‘ta’-ganas plus one 
‘ja’-gana makes for nandSvati; five ‘ma’ -ganas plus one ‘ya’-gana makes tor 
bhadr3vati. By m.odifiying these ‘bha’,‘ra’,‘ta’, and ‘ma’ ganas 93 varieties are 

obtained. Other types of modifications yield another 15 varieties. Thus ganaila 
has 4+93+15=112 varieties. 

MStraila also is of four kinds with (1) rati ganas (2) k3ma ganas (3) 
b3na ganas and (4) misra ganas respectively. These gaijas have already been 
explained. Thus if three lines are composed respectively with 11,11 and 10 laghus 
consisting of ratiganas, it is rati-16kha. If three lines are composed respectively 
with 22,22 and 20 laghus with k3ma-ganas it is k3mal6kha. If three lines are 
composed respectively with 33,33 and 30 laghus with b3na-ganas it is b3nal6kha. 
If three lines are composed respectively with 44,44 and 40 laghus with misra ganas 
it is candral6kha. 
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ELA PRABANDHA 

■ Visamagraha Pallava 



(I)-Bm?jgpn (Z)-'BAnjqa (elBSgiiqv 
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16.Sucitra (with Vaggeyakara mudra) 



SdS5SSJOS*» 5»&toS SSO ?^iSoo 

&o^£) ^"d o. goii>S^ eso^^SpoJSdS^dSjo 6,7,8 e^g^CPoS^ 6otjoo^- 
(6+6, 7^, 8+8), 29 sseso d®ss-2ijASj. sr»7v» sja 24 {js'S’eSbofi^- 

Sjog ^■?o. 5 ■^g$r»2a.^ gr»CjuaoeSjo6^ w S}a(l) g<g~^^ 

(^2) er’ioe} {^) 7r‘'5o (4) wo^o (5) o esS Scs'eo. 


§cpS o : *Sl ^6^ oSxsp!?S)0(S. &^) 12 *; 

atoA©i'^ 4 Sli-\ofi. gCPS e;^ ;J3S£r»aoS^cS3 ssS JSi(5''-?o3^ 

iSrotooa. iSjog, S^^cS55, gos”o, a.g sr’i*'o«5^ 

£>& ^otijJSDO. aSjj-S” sso^. ss& JDtj'od. acdSbS^ sj 

■ASSar^iSo cigo^aS. S'^Kes^o^S iSiJ^gD S:S£)^Soai' lj^2i;.8«P3i'3, 

ab 2.g 8ga;5 Sct'So ssaSa^^. 

?3°aaS0”edSbsjgb (1 e5pS;C;cC6&o ai6a:e^o. rT" 

gpg^aSiijj^. 57“^ ScJ^ier'ex). 

(a) 1. SPC3»aS«: 5i3KCT»e»+laStoo. O^cptto. aSioSap^o. 

2. SJ'o^aS©: 5gKCT®eo+l:itoo. SpoS^ocp?^o. a^dSj«5®^o 

3. a3oo»SS©: 5©«C5»€a+l2s«e9o. ssj^oas^^^gcp^o. (S3 €J»«?o 

4. j5(p>as©: 5asj^cy“«o+lc33j?<E»o. ggo^cp?io. gos®o er»^o. 

(ssx»(©e3 ^gj^TT® siS ^gsSio^® d®D»^§ 23, 29, 29, 35 

CCSaSea- ©&5aSi€r»;Sj^go7? ^"3 aSOTT® asj'(2_»e» 2?€J®oa>) 
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According to Nandi school 5 ‘cha’-ganas plus a ‘ta’ -gana per line makes 
for Indumati; 5 ‘pa’-ganas plus a ‘ca’-gana per line makes for JyOtismati; one 
" cha -gana plus 3 ca ganas plus ‘pa’ gana plus ‘cha’ gana makes for Nabhasvati; 
one ‘da’ gana plus ‘pa’ gana plus 4 ‘ca’-ganas plus 3 ‘pa’ ganas plus ‘cha’ -gana 
plus ‘ta’ -gana makes for Vasumati. Thus these are of 4 kinds. 

According to Arjunamata the afore-said NadSvati and others become 
4 kinds by breaking up those ganas into matras. 

According to Dhananjaya school if the number of matras are observed 
instead of ganas in rati-lekha etc. spoken above they become four kinds. There 
are another 4 kinds here . Thus Matraila is of 20 kinds. 


If merely the regulation of the number of letters (varna-s) as against 
the regulation of ganas or m§tras-is observed, it is called varnaila. The bifurcated 
parts of the first syllabic unit in each of the first three lines may have 6,7,8,.... 
upto 29 letters. Thus it is of 24 (29-6=23+1) kinds with these lower and upper 
limits of 6-29 letters. 


Now, ‘d£saila’. Named after the regional language in which the ‘513’ 
is composed, it is of 5 kinds namely (1) Karnataila (2)LataUa (3) Gaudaila (4) 
Andhraila and (5) Dravidaila. 

Karnataila: This is the most important of the Desaila varieties. S.R. 
devotes 12 slokas to this variety and covers the rest in only 4 slokas. Karnamila 
has every one of ils.three lines embellished by alliteration at the beginning, at the 
middle and at the end. It is sung in one of the tala-s mantha/dvitTya/kahk§la/pratita- 
la as is the general rule for £la-s .Mostly kama ganas are used in this and we know 
they are only the three-lettered ganas famUiar to us. Nadavati and others spoken 
of under gafiaila take their form with these three-lettered ganas. So these are treated 
as one kind of Karnataila. Under this category the regulation of gafias is .^mited 
to the bifurcated parts of the first unit of the respective lines. Thereafter the 
composer has full freedom. But the raga and tala are fixed . The followingt are 
the deaiils. 


a. 1 .Nadavati: 5 ‘bha’ ganas +rna’ gana- takkaraga, mantha tala 


2.Hamsavati : 5 ‘ra’ ganas +1 ‘sa’ gana - Hindblaraga, dvitTya tala 


3. Nandavati: 5 ‘ta’ ganas +1 ‘ja’ gana-Malavakaisikaraga, praiitala 


4. Bhadravati: 5 ‘ma’ ganas+ 1 ‘ya’ gana 
(In terms of matras these are respectively 
the matrailas according to Arjunamata). 


- Kakubharaga Kankalaiala. 

23,29.29 and 35. These are exactly 
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(b) S®€) 2 s«SSibCT»e»+l CStoo; ^C3»£S^;Si(^ ' 

SSiX'g* ^CP^i 45i>:i>«cy>ew+lQa «cso; ^d> Q& 

§y»C») Zom^di SSS SdSjJSjo ( CP««r»0SS:oeD SSJ^D^). 

(c) S'© "SoeSj ^C5»oSo 4 s:»SSi?^cy>o ^otj^coo. es?'S» 

SSjO®^^b(^JSo. ss:xr’£®d^c»5l 8 s'iio^es^eo. 

■S^Sii J>Oc>J5S§ iT»«srcn>ex). 

(d) Si^b'^g): 0S iPCP^I 4 S»SSj»CT6e) ■S’SSr^ ^CPoSj ;Dc35iS5o‘=’- 

«£, SoC»JSS^ SSS CP«€?»rex>. 

(e) S'® ISoJSo ^CPoSj Gs’SSj^cs^oj+I £J«ej?^cso S'^^S. 

>i3oS^ 8 s*2bKCT>a:. JSkr'J&i &}£> SSJO^^OCP^ 

cpnaro-croeo $(p'SSS§ sss. 

(f) SSiT'JSoj^PCP^^Sj 5 S';SL->?iCT®e»+ lGS?^no4-l S'?S3«sr3‘=’ 

&oC^Q. «i)^£lo ^C5»'^ -CSoatS^oSoSx) ©tSaJSS^cco (zaS S®2Si?VEr»<^ 

2diir>^©). Spcpo ©acS® sSiT-'tto 3f»n»o ©a8S® sSir^<S^ 

s5ssj^k»o?:o aao sr“6j^ esa ‘'Szpsao’ ©^Sjocasjotxa. (-j^-e 
SS-'O© 40, 41 oicj®^© aa a^oa). 

ePoTPtr’oia |g»S^©©^: ePlo©S® ^C3°osr»aj^^So 6ooaoa. caa:o 
5«©j. TraaS® «ajs»a5^^SajoaJ^; z^Sj^'t:> SSo 6o4^oa. wo(ao^ S>ex3 
«ajS CP>n»oe'©j, e."^©!, ej»5r>©0 6otJ»a3i. p»aS€:><S^ 

6oaaj S'^) O^oj ejPoJ^ai e:3“ep©j. J)©oSo SbAO^S 

«)^cy>©3 2o;''^©S® sar'a'& s»s •CSoaSi;©??'^ sS7»(So >ao £-^<^3 

<D53|^a?T» sl’i^sjaoi&ioa. •. « 

■gotto ^CJ»^ €9aj(p^?3 ^SjoCr> JSjJ’fi* d»ao€^ esai;a)^J^ 60 S, 

$^7T»o> gy’^S, >a d«cps2 (S«i^gon» sad^a ar'S'^a sp»^?o 

cib£fo©ioS a‘3©s® ©*« cr<>«-8s-6s-a^ ^acr>a sdsjssjo 6oag 
afi.dST*^ M e^g^cso ^oSa ^ss"^©’ ©j^sjoa. 
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h.Sulekha: The first two lines have 2 k2maganas plus one ratigana each 
with aiiiteration at the beginning. The third line has 4 kSmaganas plus J ratigana 
v.-iih alliteration in the beginning and the middle. This is called ratilckha too.RSga 
and tala are fixed as for nSdavati. 


c. Kamal&kha: The first two lines have 4 kainaganas each with alliteration 
at the beginning and the middle. The third line has 8 kSmaganas with alliteration 
at the beginning. the middle and the end. RSga and tala are as for Hamsavati. 

d. Svaralekha: All the three lines have 4 kSma ganas each with alliteration 
at the beginning and the middle. RSga and tala are as for Nandavati. 


e. BhadralSkha: The first two lines have 6 kSma ganas plus one bSna gana 
each. The third line has 8 kSmaganas.All the three lines have alliteration at the 
beginning, at the middle and at the end. Raga and tala are as for Bhadravati. 

f. Chanda.svati: If aU the three lines have 5 kamaganas plus 1 ratigapai 
plus 1 kSma gana each, the Sulekha becomes Chandasvati.Similarly an extra 
kSmagana in each line makes the other varieties also chandasvanta-s. If a unit 
equal to the third line is added either at the end of the first two lines or three 
lines, then this extra unit is called ‘sikh3padam’.(This concept occurs again under 
the verses 40 and 41). 

LSta, Gauda, Andhra and Dravida 5l3s : LStaila has alliteration at the 
end of the line. It has many rasa-s, Gaudaila is devoid of gamaka and anuprasa. 
It has only one rasa. Andhraila has various types of gamakas, rSgafnsa-s, rasas 
and bhSvas. DrSvidaila does not have alliteration but possesses many rasas and 
bhSvas. Other regulations are common to these along with Karnatada. But in 
chandasvantas a fourth line is composed in excess. 

If there are four yatis in the form of padaccheda in each line and 
with alliteration in the third, fourth and fifth lines (the l_atter two covering dhruva 
and abhdga) unregulated in respect of rSga, rasa, riti, vrtti, devata etc. but 
following varnaila in other respects, it is called ‘va.stvai]a’ (Vastvaila has 
regulation of rSga, rasa, riti, etc.) 
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0£oo<5oe» £j 3“ S)q5®e»n» 0o®j^2£)O tii^ 

jy®t3^ ao(«lj»oCStto S)C® <Jr»JSj®JS^ ^oo S)e^C5C5tto ssOAoiS^ CJoS 
Sn:S:.^. ao?l« 0€r>^2cr»»§ J5o0®seo’^ Sto uS^IXSSSjoOlT® 

«^e) escco^ ^C3®SSQ 3:i^£:doa. &al <iP^e5A^5 ^ToohiS 

JSSSidSj^Oo’^ ^C3®SSS "Scbii) 2r“£3® 3Ji^2ooC» «Se) SS^sJ^oS. 

"Sodotia es^JbOo-a S)e>^ d®cy>^S «jCa &oi:j^ox>. 

iS"^^ d'dS^^cSSio ^i^JS'Cpoefc:^. |SS tr>a^oi$oB^ «;i5g 0CC\J®«O. ejtJj'S 

SoS. SSoSi KctSS7®(^o ScSSiSio ^dSj. ‘SjePSS CPaSbS^ 0®5P£). 

eptoi'^ ^oSj’oiiJ'^ e9^1)(^J5)5^ Sr®(S^3 &oioio&. es'tJo'S oJ®'^c31) 

S®s5 SJ^doS \6Qcio ei)5r®?lJ3®«3bJ^n® 6otjJod. ;d®dc3 ajSSo^o 

acSSr®^© es'^a A®;3|2Sbo- (^ohei htS 022c3O, 

asbdb>d5o 4«>d- 130, 131,132, 133, 134 ^). ^ ;«oq3®«j 

S)o;b) (1) T^&cg&gor!® dsft^o-csdo (2) s^n^otSo^ ;ijb2 0<3 j'®?\o 3s^5o 

(3) sospaS nc^, ;s5Sdbibo^d5^stoo ^^bSosesA^s e50-3T>ea. SioAeS 5ft?»^22o 

^4-31 £)eP (SsjodJo ^Sc^ebgSb^ S7»iSo £De)?*S "S^SigtS ts'6^ «r,5^e) "SodSo 


d^C5»^ (12 «CT>ei2) gjodi^dbo^^ 5+5+2 SJS'ewTT' S^SSfjgdo-CiiSc £sSAo5. 

-^S3g©S; es.’SjSeo^^ gs^oj esCocs AO^^bdSo iS^S «J2o4? ‘©dbSy^'F’ s®SS^o^ 
12«ct°o (tS’g^) eScp^tJ (pendent) es^Ssod eS;"®?!: .SdS'Soogio 

go ‘Sib^eo’ ^eSg ‘©db^o’d^^ir® a}€7»c4-3 CSj^Jb^cj®©^ 

a3“?8 3(d ^^SdSo esiJSejd ^od'-Cbj. s(S_^t3l J35-C3dbo ■CT’oj. 
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E13-S have been of many kinds. We may think these have been 
collected together and general norms for £la establisnea by the time of S.R. S.S., 
a work anterior to S.R.says ela is of many kinds and gives only ‘ganaila’- nSdSvati 
variety. S.S.S. posterior to S.S. but ateriror to S.R. gives only a ganaila without 
even mentioning the name of the variety. According to these two earlier works 
each line of an £15 has 6 ganas. The first three lines have udgraha. There is 
gamaka at the end of each line. Then comes the pallavi. Pallavi has no regulation 
of ganas or matras. The fourth line should have ‘m£lapaka’. Then comes the 
‘dhruva’ with the hero’s name, followed by the last line with vaggeyakara mudra 
and abhSga dhatu. The procedure of singing is that after singing abhoga, dhruva 
should be sung and nyasa made. (S.S. gita prakarana; S.S.S.-4 adh- 
130,131,132,133,134,sl6kas). We may note that these works view £la as (1) 
caturdhatuka (2) with gamaka at the end of each line (3) without regulation of 
gana or varna in pallava. By the time S.R. came the view that ela is tridhatuka 
seems to have strengthened and the two lines with 6 ganas each (2 x6 =12) 
have been rearranged as khandatraya with 5,5 and 2 ganas respectively. 
FoUowing this arrangement, perhaps, Arunagirinatha in his Tamil work Tiruppu- 
gazh’ composed ‘Viruttams’ with a pendent called ‘longal’ after every 13 ganas 
or seers . In other’ viruttams ’also he has introduced this balancing unit. Perhaps 
this must have come to be called a sikhapadam. This introduction is enough for 
the present. 
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29 


So.ii £:od;S:>dS £d2ow, S 

uodj 3d3SSjJ, CSJ'^SiSSSM i!5d5«y®M;SiSo 
jooOoujJSc tJdS Sa* 

asr 

c7®od5ioSocS5 D®^^g dSiSj^ciSj 3®li^ii 


(tto25®^ &!StiQ S£52Sj‘^a ®C3®ejn® 6oooodSo'£j 

j^^seso, SttoijsdSo, csr'csoo ©15 ^tj^‘?’^;3^;3i5S>eo-a gajSjdSon' 

6oioood3a Sd3 £>£3 3©d53SSP«§^So €5f««£l^2 ©^j_cS33 S^^dSi. 

JJ'^ii'SiSig 24S45 ^o JSg ^aoiio, Sao3o 3fi5S3^ ©o"^ wPSSi 

sj?S^ 5®£) (§c3sr»si5^sr»^ £)3 Spa'S ©oco^ cpoj, ©a-sac <&o^a ‘sao.’ 
a^S^Seaa ‘«go,’ &D»{53‘csSo ‘cpssi’ ©"S (>saagso 
Soas^ao ‘cpssj^go’ ©otpib. spaoa^^Stpg ‘cpssjs’ ©a ©a 

aaaos^o-ajSoooooa. a^s^^o3o saa^s ©a^^cssio. 

-ae aa®e33 'Soaj cs^ew. ^Saao. ax'dSo. ^^aaajo'to aoS^eja©. ar'cai 

o rs CJ o ra 

i5a ?bd 3 a ©a^o sdSiaio s®a, ©^aaostp^adiiaio s®S) ^s^oc® s^aoa© 
s'Soocp c^®a^ i^a'S^a e^cp© 6oSa. 

aoS^esg'^a «^op© cSb©, ©(g^c a©^^ ads^ao© 6o'Sa ‘£)£3g 

aa©’. ©Ss®cp©a 3 a30©ai5'^ ©go^© sj^dJiN^® ©©©gsoaeja sp ©3 ^c 5 »o 3 ® 

CP O oJ Ci A 

gp^a aoaa^^ ©aaoa^giotjooa. -ge aoaa^'Sa ©^cao^^^a© Sa 

26 aa»e»n« a©a^^v_^©s^ aa^^s^doa. 26 e!^cp©so ^>©0 60 'tj ©ep©t3 
gr'dJj^oai ‘aj^o'j^^eo’ ©©tpdi). aoag a^© a©a^^a©€'® 3©d;&3 adtcp© 
£ba djttepS'®, dSi!ia°€^, aKcp^ gpdSojaj' ^pcpal 27 ©i^cp©3 'Scoaeo 
999 es^gj^cpe© £P5» 6©^otx gr“d5jaA©a. 

1. ‘txii^Q aa©6M’ ©'S-S^o ‘£:©a3as^^’aoa ^^©©aacpdSi. (aoa^^a 

aoa©^a3 ©a^asod 3a3rb2a^cp^a.-> ‘^©ajdsaj'd "ti&s® c-s 

s^a© 6 ©a- ^a 25 aoa®a5 a©a©a, ©©"to ^D»a 5 25e^cp©3 
^otpci&aj^ajpo. a&an® sp©3?b a^cpolaa e-sato© ©"a a a 37 »d^ adi 

CP03 ©t©3aa3^t© t. 2 ^?bd 2 bs§) 6©tj»ca3, (4a+la+3a+ 1«)’; 16 qg^ds© 
Soa dsjd i&ofcjooa) aooTP spe© £pn»^ gp-cjada aa© ©a 

apja'So ©a© da^s^sp®. 


2 . 


aa caas'® a^a© ©a^s^i^ acgbaj©, acaa^^, cSid ©dsptS 

3 ®d» 4 oo «poo, ^3 ©da gpcp ^otpooo. 0«^o "dap a:^a<d:^otoo7v> 

t-g di^ a 35 ® ds £aas»a 3 od 5 o -5*430^ aapaon* s^a 3 ©^ s’os© 
dcp at 3 g 'dcgbo© ‘a«3’. ‘>3’ ©©"tj a©^ aao©. ^a a«©(lca3. 
adajPjg^o ao5P£ dg; d»aac 3 ±>ao© dg, da© adaa^© dg gp>d5j©<ioa 


©a©a©. ■stS)' 0«©adaa3© dgoodp spcp^^ (asr'/\©a©i5o©b©a! 
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Verse 29 

Tr. TallapSka Annaya made it known for the enlightenment of those 

who are blind to the knowledge (vijhana) of padam that the divers kinds of such 
a padam, (as has been called ‘desaUa’ in the treatises of music) as related to 
Natya sastra are the closely knit vrttapadam, the nibandhapadam and the 
cDrnapadam. 

Com. It has been stated under verse no.24 that a subanta or tinanta 

is a padam. That means a stem with a nominal case ending or verbal particle 
indicating person, number and tense as a suffix is a padam. That which does 
not possesss this ‘vibhakti’ as suffix is a §abda; for instance, the base or stem 
‘rama’ without the suffix of its vibhaki is called ‘rama sabda’. After a nominal 
case ending is added on and it becomes* Ramah’, it is called a padam. The point 
is that which ends with a vibhakti is padam. 

Here musical compositions are called padams. These padams are two 
kinds: nibaddha (framed) and curna (free.lit. granules). That which is prosodica- 
lly framed in or bound is nibaddha. That which has no regulation of guru and 
laghu, no regulation in respect of number of letters and not bound in a stanza 
but composed of letters expressive of a certain sentiment is curna. 

Composition of letters in a prosodical frame with yati and regulation 
of numbe. of letters, makes for ‘nibaddhapadam’. If it is a stanza of four lines 
compos, d of expressive letters it is called a vrtta. Prosody or chandas is 
descrijjed in chandas sSstra as 26 kinds based on the difference of number of 
letters in each line. If the number of letters per line execeds 26, such 
compositions are caUed mSla vrtta-s. Dandaka vitta in sanskr't can have 
anywhere between 27-999 letters per line, starting with 2 ‘na’-ganas and 
‘ra’-ganas or ‘ya’-ganas or ‘ta’-ganas. 

l.The verse starts with the words ‘bandhura vrtta padambu’ Here one 
should not mistakenly comprehend ‘bandhura vrtta’. (In sanskrt prosody and as 
foUowers of the same, in Telugu and Kannada, there is a vrtta called ‘bandhura’. 
This pertains to the 25th chandam which means that it has 25 letters per line. 
Four ‘na’ -ganas serially plus one ‘sa’-gana plus three ‘bha’ganas serially plus 
one guru make for a line. The yati is on the 16th letter.) We have to understand 
it only to mean a close-knit composition of a stanza in four lines. 

2.1n pada-compostion nibaddha type includes not merely the regulation iii 
respect of the number of letters, prosody and yati but the tSla and pSta also. T5la 
is a familar concept, though not its intricacies. The sa-sabda kriya in tala-namely 
the noisy stroke with one hand on the other or with both the hands or by snapping 
of fingers-is pSta. Literally pata means falling or fall. A composition without 
fixation of the number of letters or yati is anibaddha. This one without a .tala is 
used only in vSdyas. 
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30 


^.11 ts>oi£o 

«0 

So. II esottSSijS 2i,<S^o§ 

■^o5*?^«c3Sw^ SS^S^efoo S3d5Sto€" 
^oe3^5SSjj^55jo 

2Sioa^5 |Sd3i S^^SiS^ooOjCSj ^o6j^ 


«r>ii J^^5£3o, ^£30^5 S4So, i^J^^JSdSo J5iP><Sot3^ ^^SiSSSo'^a ^e7®o 
i35^ a}«2. c355-»Cb-5ocy>^;33 «cyo5* 

Scjoexirp^Ss 2Sj^jjr> nepo5^ e>«fceoA®^ £5or5»a®S§QP>3 ena^^St^rp 

esodSoTT® SS^JSo S®/\ 6 o4-7®co 3. (Sey >j^ ^ d^Oe» 5®25too e:o7?>CPSl €r>S 
esu^too ePoCa). 


a^^iiSf'uSj, Sa»^Sl e^g^cj'^ <5oa2o^. ‘^a 

^3^?3o?s6oa w 2 ^a sdSa -isoasj^ ©s sss^a© c-s sgs. ‘-csaso^se^’ 

es'^ qoeS^cg^^^SjaSoa SSi.c32ir“^^ ^^dSiSSio 6o'^) 

s?>^ ^i^ 8 D s'Saocsao -csoaso^ ©s 3s^tto 

■So5* 2 )gd. «DeP SSs^^ SOSSJ^go. »oA«JS5^^S j«oao^ S3 

‘©oaJSii^’ ‘©e^dij'CSi^Sioa^’ ©73 ^oacr»^3^ 3s»3 ^ 5 ^i!|;® 

e3;sp> ts:^cy>^^ ss^o«s^3^^aj. 

SSjo^p^ec pcgeo, c3i>e3"'6^ao KCP^eS^So. -CJ^CP 

sssso tw'^^assio^o™^ a*;3 0 CPiT»® >ss3‘^ao ©coooa. ■;Sa;§)0j2i;i35 ^Soa 
;i3^d^!3®o3 (■c^oi5s ss^csdoa. ©oa^TStS aoa:^^ "Scpotp^ 

£-st3 ©co3oa. t 5 o« 5 )^^«so£^ j^as-c^oa^o^ "Ssj/p s’SSv^oatij^ "Scotp 6 oa. 
s’ls-c^oajij^^r® J3o?<c’-cr>03^3 aoi^^Kbao ^^Daisaoo. cptp ^■cr'cp'aS aa^a 
«scp^© («oao 'icpc^jt^ s^asspj^sso. 3ao?b sa^a £jT>a.e« aoS® 3a.ca3o^ 
DSo^s5r?> ©a^aoo-cpd&a a^^aa:^. 

Ba^Ki aoajco^s® ds^d j^aeu s'la.'^a ©oso. issb^o^ ‘ 

©'^ "^C^® ^Sa^oTT® *dS3®’ *^^a’ 6 jJ®j^cco. c 53 oS 
axoao. (^aax. sp^ax'p'aj®. (SSbao aio'S 5 i 33 saoKj (KJpoo 6013 ®©. 
sa^^ao^ ar®a'^a da® '^ai. aoa^^®o 5 ^ep« aasT^a Oix®a 

^a da® aaT^®"^ 60 a. 3®«ps^«o 60 a. 
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verse: 30 


Tr: (Among the vrtta padam, nibandha padam and curna padam 

mentioned earlier ) vrttapadam is being explained. Vrttapadams are those that 
blossom forth beautifully as though gold has acquired fragrance, from the twenty 
six kinds of metres in the form of vrttapadams with aLsaraganas and jStis with 
matrS-ganas. 

Com. The regulatory principle of a song or a verse is its prosody called 

chandas. From the root ‘cadi ahladanS’, one etymology of the word'chandas’is 
‘that which exhilerates’. From the root ‘chadi samvarang’, another etymology of 
the word is ‘that which dresses up the thought like apparel’. Exhileration is the 
essence m both the cases. Musically oriented as this work is the author suggests 
only exhileration by speaking of beauty, blossoming etc. through his words* 
'^andamulai alarucunundu’ (Tel. andamu=beauty; alaru=a flower, happiness, :(vb) 
blossoming) 

In sanskrt the mantras of Rgvgda are vrttabaddha (framed in metrical 
form). Yajurvgda is in prose form; mostly the Rgvgda mantras form the corpus 
of SSma vgda attuned for singing. Chandas is called the feet of Vgdapurusa 
(chandah p5dgtu Vgdasya). So it has become one of the vgdangas, a subsidiary 
subject for the [study of Vgda. In SSnskrt the chandas of the Vgdas and that of 
the secular literature are different. In laukika chandas, the work of Pingala is the 
most ancient. The next work that has become very popular is V.R. of KgdSrabhatta. 
One can say that Telugu and Kannada have followed this work to a large extent 
in regard to metrics. 

In Telugu prosody the yati and the prSsam are the distinguishing 
features. These are present in TamU undqr the name of ‘monai’ and ‘ladugai’ 
respectively, yati is caesura in the form of aksarasajStya (assonance); prSsam is 
repetition of the consonant in the form of second letter in each line. These should 
have come to Telugu from Tamil only. Kannacja observes padavicchgda as yati 
like Sanskrt and there is no aksarasSjatyarupa yati; but it observes prasarn like 
TamU and Telugu. 
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3&?b S^j^a«a ?biSi 

ejJJoj Si^iir>So "SwiStS «JOifo. (p'^^a»eo eSw^eu. fec^O’ea, ^ocSia^ 
(Sj^a®e.'Sj, aodiiJ§)S5JS5, SISCSi SS:i5odl)^^ «^cr>eci, «^a«ex> 

?tiCoJS)a;. s«er^§ JSoiS^tS'Scs 

iSiS>«Ss s»o* SSX'^p’). e-S S’ooS^ AvS^doSia'S ei^S^Co oJijSJ). 

eso«SSo"£j ^So^cSs*€io^ ^T^doSei'^a ?b5oS^. ?bCb«S)^ '^oSo SSiT'j^oS'oJSj^ 
d^Sir>^^or? 3 Ij^cT» (aSSft5i^2-gt3;Sj^e saj'^ftSeo; 

^oiki SSJ^(ftJeci, ^5®-cr»jCoo<S^ ^jJ^iSo SSX®(^e» esS§)e3boa. 
i3^^o6^ SgS ©o?o ‘w"?’, too ‘^S”’ ei^SsjJSoO^coj. ^0^,^ 

2_c35j 2^ es^ esjg^S ‘%g’ S®^ t)go 5®S ®»;!S3n®n®S 

c„§ &^o!s^o e£^5o)5* Lori'S *^^2.* ^}j. tooS^ 

e^JS^o^on® JiT'^^o U®Qa. ‘S)2^dkij2_* "^oi^ ■S>^S^'' 

£-S &Co s»^ij O^SSmt?*^ 5vr®dn»S SS^ofi*. l35, ^)'3eo 

■3oJ^ SSjJ^dSo ^iXiTb es^eST® 

^OtS^jtSo^ «7®1^ 3tSj?b Sc5jj^c;®^ASX® KiCb Ot&xisJ)©^^ Sr®<i jSS'OcSu'S 
JSu®i^cr®e> «s^g^5?Sffl®ex>, SS7®|de> cSJ®(^KCT®eo &«T®^o3o. oiS^O 

nevo^ ^r»Doe) csoessk.'^ gojpsi «>^ «sj®^« 

fl®o5^ ‘e3®e3beci ’esS) ■t)Cb. •vSoS^^^^lr®, S^-C^ofio, 

SSJ’(p>-C^o45o ‘:ir»^p®2>e S^'$;3 •^odS^a^)' esi^) SS^C5€r>j^ 

S5o) SoJ6^j£So^ SSt'^^ wO®^^C3®eo, hQ ^cpoj * eS"tfoeo ^ 

es^tii^SPcD). 

eitg^CPo ^S;3 ^©g2SjotJ®Cb. 3|Cr®ot3 (dg«cy»eo :SoJ®5* <SoC3»;5^ 
|S^6oC5tJO sSo ^O^iSSPox. (3^Co 3c&^tJ'Sl S^tx>iS ?t)ii3<^emSPSj, 

ftSCbSPd SSCoa^ 5’® ?b0i2^ (SoiS o$coS§) (p>53, TbOiS^oO SaXiS 

^tp't Ao-^iSr^ tfisy>Q. oS&mS^oj SS0& ztep't (3®dir»©. 

SSjJ'J^CPo 3oi5So^&) ^S^Oo, ?<CPe» ■CST’SesJSotfcS'j^cco. 

U U U= 5SjKoo U U I = ««cso 
lU U = cJSotoo I U I = es«»o 

U I U= iS^CTO U 11 = C5«ejo 

I I U= I I I = ^«C90 

S)i3t eij2^e«CPo^, 5»e«CT»©S ■!>&. 
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In prosody, in Sanskrt as well as Telugu and Kaniiada that follow it, 
the concept of guru and laghu is the first item. Shon letters are laghus. Long letters, 
letters that come before conjunct consonants, bindu and visarga and those with 
a mere consonant succeeding them are gurus. The time taken for the batting of 
an eyelid is designated as mStra. (nim£.s5nm5sabh.y3m anyatarSna tulitah kalah:) 
A letter which can be uttered in a mStra is a laghu. That which takes more than 
that is guru. Though a guru is generally equated with two mStras or laghus it can 
vary: a short letter followed by a mere consonant is only one and a half mStras; 
when it is a long letter it is two mStras; it will be three mStras when uttered as 
a pluta. The Tamil system is different. In Tamil a component is asai; a gana or 
foot is‘ sir’. A gana is formed with ‘ngrasai’ and ‘niraiasai’. A short letter or long 
letter either by themselves or with a consonant constitute a ‘nerasai’; a short letter 
does not occur as the first item of a' sir’. Two short letters or one short and another 
long letter, either by themselves or with a consonant, con.stitute ‘niraiasai’. These 
‘asais’-‘ngr’ and ‘nirai’-two or three or four join together and form the ‘sirs’. 

Like in sanskrt there are both the three lettered aksaragaijas called 
trikas as well as mStraganas in Telugu and Kannada. Those with four lines of 
aksaraganas are called vittas; those that are formed from matraganas are called 
jatis (sanskrt has varnachandas as well as matracchandas ;‘matra varna vibhgdgna 
chandas tad iha kathyatg-vittaratnakara) In sanskrt the different kinds of aryas 
and gltis that are composed in matrachandas are called ‘jatis’. 


A three lettered unit is called a trika. Such trika-ganas are obtained from 
prastara of the third chandas which means the chandas which has three constituents 
of guru-laghus. Prastara process: write down all the constituents as gurus in the 
first row. Write a laghu under the first guru and keep others as they are in the 
next row'. Again write the laghu undei the first guru, make the preceding laghu 
a guru and keep the other part as it is . Continue the process until aU the constituents 
occur as laghus. The third chandas is called ‘madhya’ chandas. Its prastara and 
ganas are shown below : 


Symbols: guru = U. laghu: I 

1. U U U - 'ma' gana. 

2.1 U U - 'ya' gana 

3. U I U - 'ra' gana 

4.1 I U - 'sa' gana 

5. U U I - ‘ta' gana 

6.1 U I - 'ja' gana 

7. U I I - 'bha' gana 

8. I I I - 'na' gnna 


These are called ‘aksaraganas’ and ‘nisargaganas’. 
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s^g es^g^co. w ejjgjCo s»ss-cs3j, rbUs^ 

5»SSCS3^. g^Sig ‘6 ^SSm’ es^Ssj'S 0i5iSi-C^od5o€r* ^osa^ 2. ‘epifc^’jSj^Su'S 
■Boi^CPo a^lSdSo-C^oeSo^ ?bJb?beo, o5i3?bda, «jii5o5a> oJas €)$x>- 
0^0 0cS;o§® o^^^^S4y®ca3. JficxP'i^cy''© ‘SSoO^JSj’ -iSodSoCr® 

8^C3®€» SS-^^JD gi&g JSosp^ <DS)^a. 0JSiO7P MdST* -CSocs®^ 

JSosp^ "SJijPbiST* £l®ftS5oa. sj{52_ -CSoCP^ 

fSo^^ 13, 42, 17, 726.* 

S^^eo -CJoiSs g^a> SOOSooCS^. tSiS^ 0o55»^ 

oPKso'Ss a5SiJ®&) 30. ^oa^^d-i^oC3®e> '%03: 

1. 6^sS3i, 2. 3. JS>5S^SSx 4. 03^ 5. a30fiJ^ 6. n»d5j^6 

7. 8. es^Si^S, 9. SIMS'S 10. Sol^ 11. iS^iS" 12. csKd 

13. esSes^S 14. «g^0 15. ®a«g^e 16. 17. es>(»^^ 18. 

19. ©sej^d 20. g^© 21. 0g^d 22. «jgj© 23. Sg^© 24. Sog^© 25. 
©©g^S 26. 6©^^©. 

S^^qs^cSSjo (15 ©C5®^.)0^ 53 ©J^Su&iSS. 

SoS^^©o£^ SSJ^jar^^csuil^S^^S gr>Cb^e» £3*©5e». 5r“C® SC3®^^. ^e» 

d«CP€»otJ»coa. ^^oS^^©o5^ tsCP^$CS»eo, ft©^a»«D -&« SS^coa. w5^ 

4 iSP'0o Kc5®e>©* giT'd^^o'^a. s5-ss-S-So-J1?i ©iS McToa ^P^Sa SSX»^©eo ^oS. 

S'® eii&aKC3^o ilaiS t-gj^ ?ti8o2$)o4oaoa. i^?a t3?^cso 6ott0^d3a. 

feJsSr®?^eso es?^ts'acr» ;3«'2Lr> !}^2S ©*© ©SJaaSg) ©o«j© dSa©. 6©a» 

go^ ©aS^««o e-g^ o2&aaS§5 SSj'^o ^ooaoa. SaftS^S qg^eso J^pcp^ocr*"^. 

e^Mi,c»o 2oa ‘355°^g^’. S55®^5^^a t.gtaJS^ao "SoS* SSa7'5* 

d»ao ©^aa ‘as^e^e^’ ©s^©aoa. S5J»^o^^ 

2, 4 d'O®© ©®®?1c50 esPtcj"^^ ©^aa ‘a5eJ*C^’ ©aSaoCSagaooaoa. ©°® 

‘aSeTocp^’e^g^cso, SSa® ‘agp^o*^’ ef^cjo 6ota ‘iSaa^aaer-O^’ 

©J§)©aoa. S’® ‘aJ5®^cr»^’ e^oo Sa® a«o^ ‘aa«7>cr»^’e:^g^c^o ^ota 

‘esJ&aa ©5®®8c’ ©J^«Saoa. sjtaa e#{5c 5 05®e». «#0c^a SSt'iSP So^c^Sa ajc® 
ar»a:saa^. « « 

4+4+4 

4+4+1 - 3+4+2 
, 4+4+4 
4+4+1 - +4+2 

©aA© 6a^^ta sa^a ar'S'Saa dsa© &oer>®. 
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In the first chandas, a line will have only one letter. That letter may 
be a laghu or guru. So in the first chandas ctdled ‘uktam’ the number of vrttas 
possible is 2. In the second chandas called ‘atyuktam’ with two letters per line 
the number of possibilities according to prastSra are guru guru, laghu guru, guru 
laghu and laghu laghu-four. In the third chandas called ‘madhyS’ with three letters 
per line, we have seen above that the number of possibilities is eight and hence 
8 vrttas. Thus the number of vritias goes on doubling in each of the next higher 
numbered chandas. The total number of vrttas possible in all the 26 kinds of 
chandas are 13,42,17,726. But writers on prosody have mentioned not more than 
500. Among these only some 30 vrttas are in use. 

The names of simskit ‘chandSmsi’ are as follows; 


1. 

uktam 

10. pankti 

19. 

atidhiti 

2. 

atyuktam 

11. tristup 

20. 

krti 

3. 

madhyam 

12. jagati 

21. 

prakrti 

4. 

pratistha 

13. atijagati 

22. 

akrti 

5. 

supratistha 

14. sakvari 

23. 

vikrti 

6. 

gayatri 

15. atisakvari 

24. 

sanskrt i 

7. 

usnik 

16. asti 

25. 

abhikrti 

8. 

anustup 

17. atyasti 

26. 

utkrti 

9. 

brhati 

18. dhrti' 




The vrttadhySya (15 ch) of N.S. has shown 53 vrttas. 

In Sanskrt, compositions in matrSganas are called JStis. These are also 
stanzas with four lines. Varieties of Srya and gTti come undei this head. Arya. is 
composed with ganas of 4 mStras each. The ganas bha-ja sa-nala-gaga have 4 
matras each. The first half contains seven such ganas and a guru at the end. Ja-gana 
should not be placed as an odd-numbered gana (1-3-5-7). The sixth gana should 
be either a ‘ja-gana’ or ‘nala’. Here in this sixth gana yati occurs after the first 
laghu. In the second half the sixth gana is made up of only one laghu. For the 
rest it i.s like the first half. Such a composition is called pathySrya. If the first and 
third lines of this verse continue into the second and foruth lines respectively 
without break then it is called vipulSrya. If the pathyaryS has a ja-gana as the first 
one of the second and fourth lines then it is called ‘capalarya’. If the first half 
has capalarya regulation and the second half pathyarya, then it is called ‘mukha- 
capalarya’. If it is pathyarya in the first half and capalarya in the second half, it 
is caUed ‘jaghana-capalarya’. Thus it is of five kinds. The units of matra-ganas 
in arya can be shown as below. 

4+4+4 The place of yati (caesura) is 

4+4+1-3+4+2 shown with a da.sh 

4+4+4 

4+4+1-+4+2 
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■&& 

ga^tto 

■&& 

KC5®e» 

KC9 

S>os>^ 

d53©d«ao 

cqp 

1. 

ai3*gj^o 

IbadSjg^'S 

iax»+5s}o,+lao. 

7 

4?te5®€)Sba 

2. 


5*ecS3igj^‘3 

23}o+lar»+23!o.+lax®. 

6 

3«cr>o Saa 

3. 

ajajcps^c 

aaiac»g^^ 

lar*+3go.+lao. 

5 

3«{T»©Sba 

4. 

®o©CPg) 8 aSdSogi ’S 

la7'+2?)o.+lao. 

4 

3nttoaaaaoo 

P® 

5. 


Sacaj^'3 

2go+lao 

3 

2ncr»oSaa 




6qi>^S»o; ^ SdgP>go5'^^ S7'5^;^CT»e)^‘S 3®Kcs (UI) ^Jlcso (III)«» S)<Sot3 
bii^ l?l5ea2^o&i^. sjS^Koo HtxiH^ ^^So. Sr>i5iT>£5o6^^S3 2f»« 

CT^SttCSPo Sb^^aSjo SSr>^^o 6ocr>©. ScSSj^Sjo 2S7«(eSo (i^€» 

d»C3«CD a»«cso5^ SjXoO SS^o Z?&oa^ esS)^ ;5«cr»^^ soS©« 

(«se<?o) z^iSioS).) 

a^SC; SSir»do^ai^CT»e> Sod3 e-^ SJ®{5 ^?^cjo 5® «^Sd5j ?lC3«i5^eo <SSi&T7> 
"Soijo 3^J3®e» (^JoSdSiSSjoS® &r“Sj^ S^SSdS ©S^tfooS. ^CPejj-. 

£^g£y>S^S)§*gt3 j^gCPdSi. ti&T? 6oc®®. (^»diid-«i^r!» d«d3a^c3S7*jg^Co 

?Ogci^C^’Sr‘ e>:&x> SSoCo es"!? dSbS^iSo |5g^^ 5-Cb^o- gor»£idS5. 

e^cy»^§gtx5S^3SPeiJ >e»^al ^JSiiJ'iiSjiSo. S^SiSgo (^-CSjC^o 

a_^se5^ ^gooto Si50£s6 a^sa s?<aboa. &sl f'oag? 

dSjSa ©oAgS^gj. 

_»0 


A 


|05a: £>S!§ 3;s5?t)5^ J3^ik)g teb. (d«:i>g^'aogoj^s5. 

3*jsa, 3*5a ©S gr“a» "ttib. ;T»e» d«a»e»otJ'caj. 
ajT[«S© ?<C5 »o5® 16 SST'^^oS^ ^T'O^jo^ 

vJoasgg^ JSiJ’JSo ■:Sifocr>^(0og «C50e> Soa t-g e»>aoe3b2k), •^^^g^ 

Ibaa esiS aQaag^eo 3d*j^C6. esoSPao^^S &oQ^?>. Sax'^^o Sba 

caj©. 2ar»e^«£y>o S^a 9ar»(©ew gr»6j (6+9=15) 8 ax»(©o Sba cssi© 
©€r»^ a<aba.^a ©s «sa^g3. 2 ax'C^?ic5oo t^a 4ar'(^o ?tey»e» '3oao 
ej laa loax>s§) gr>6j^ .acp« aifoSc^a e?a) esao^oiSj, ajaga ibaa. 

>c3»as 15 ax'(©^. ®a^ga as^o ?be^o©o; ©ao©bao a(© ga "saa 
oisi^ijo© a5©o goox>gj. I)cb esoij'®ao|^a ^t3o-cx>0j. esa^ga ^tloa^aj. 


Ill 



S=SQiya In=Indra. C=candra 


Name in Ganas in Total Place of Yati 

Kannada Telugu 


PiriyaJdcarc lS+5In+IC 7 after 4 ganas 

Doreyakkare 2In+lS+2In+lS 6 after 3 ganas 

NaduvankJeare lS+3In+lC 5 after 3 ganas 

Edeyakkare lS+2In+lC 4 after 3 ganas 

Kinyakkare 2In+lC 3 after 2 ganas 

In Kannada there is no yati as in Telugu; but prasam is common in 
both the languages. 


UtsSham: Each line consists of seven surya-ganas (ha-gana-VI; na-gana-III) 

plus one guru. The first letter of the 5th gana is the place for yati. All the four 
lines must have an admixture of haganas and naganas; but there is no fixed order 
for them (If aU the four lines are composed with ha-ganas only then it becomes 
sugandhi vrtta; if composed with na-ganas only it becomes Vieikilita or Tarala) 

Dvipada: Three Indraganas followed by a suryagana make for a line. The first letter 
of the third gana is the place for yati. Two such lines with prSsam make a dvipada. 
The lines should be separate and one line should not run into the next. Prasa yati-the 
secojid letter in the line repeating next to the yati place-is prohibited. Palakuriki 
SOmanStha is an exception in this respect. Dvipada has been popular in Telugu. 
If prSsam is not observed in dvipada it becomes manjan dvipada. Some scholars 
approve of prasa yati in this variety. 


Name in 

Telugu 

1 .MahSkkara 
2-Madhyakkara 

3. MadhurSkkara 

4. AntarSkkara 

5. AlpSkkara 


Tripada: This is not generally used in Telugu, but popular in Kannada. 

Catuspada: This is also called caupada/caupadi. It has four lines. Bhlmana, a 
prosodist, says that it should be composed with 16 mStras per line making use 
of catyrmatrS ganas like bha-sa-nala-gaga (Ull-HU-ini-UU). Other prosodists like 
Ananta and Citrakavi Peddana say that it should be composed with 3 caturmatraga- 
nas followed by one suryagana. It must be embellished with antyanuprasa. 
(alliteration at the end of the line). Yati is after 8 matras. Composing 2 surya ganas 
followed by 9 matras and with yati after 8 matras makes it vitala Catuspada, says 
Appakavi. Ananta and Citrakavi Peddana put it differently saying that composing 
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JixT'cJoO ih£5 2-S^ JSJ^5^?ic90 S^6j (5+5+5+3= 

18) 8 S5J^[^o£i:>e3 dSjS, nrje&)2i.^d5’ esS^ 

e3bo£>. ^3?^- ^3e>-«5-a es^S) 5 JSX'^^o ?^r5^e:o. J5aJ^So(C?^CT’o^i5 1 

:3J^a^?^c30 JS 

dSjIS^tSo^ SSj^l^o S^ot3o S3r°abj^ SS^o5. ‘SotoT'a ©oi^^S Sfoo^ 

eS;3 ‘S)a^o^OS^^5«3ro^gao (esSSoj^fteSo)^ 5 iSiP’iki 

?^er>o £o£ 5 a-S ibj’O^^oo (5x3 =15+3=18) epotor" SdSqS^ooT? 

JSxr=5*?^«o ^© &{S^0o c33jS, tsdS^otS (^?bex>oes®®. 


esS arSdi "S^g SS'jSjdoS. es^dSi S^SsCS esJ^eSpoS 


(^igoa^o ^dSi. (d^cspc^'SoSbj^ss. 

4?gjS^«3: ^Pe» ^CPoiotJ’cap. a^SdSCSjocS'^,'? 3^o+lSCP. ep'lScP^)^^ 

■3oJ3o^& ftSQo5®Z3 a.g ^£5o l^iSooS). 3-5-7 hrn°o ^© ei^OoiS^ 

JSir»JSo -^O cSSpQ ^oC«©. &oc?>0. 

Adbex>: 9^Sp?b 65£3”tfc^ fcsO'Soa ^4oft«Sbeu^5^3. AtiSSSj'^a S)^§ <'SroSSr» 
"Scb. ■^'SAaFo^ -Shi ^^SoAeSbco. I)t3§ ^«o?b >C5”e»otT"cco. 

^^JbdSpQ S^«3boa. [5S^i5oS^^ IJSxT® +2 zio+2‘SiT^ &o& 

too fePdS^So cXSo© gr®aj^ oS ^4ote e9j§)tfcoa. 3 + 

2 s (0 (5S'S5Sx>;3o^, JbO^^ao^ 5^, ^C3"eo;Sx^ &otar» ^S^too «ja^0o(5^ 

cSSpSSr'a^^ ej>a tsto'Soa ep^Sbo-CljgjoiJooa. fjSoba^o ■^■* ’3o&ot-35^ 

£-gCP^)^ ;3aj 3^r»^©; es^i hQ ?52>cr'«o?V>‘5 SO^trksJbtoaotJboa. ejto'Soa 
^ioAeJa©^^ t)&rp a^tSoj^oTP ipcSbSCb^^S^Sa 3 ©?p;3 So«^. 

<d&As, ‘3oo;5A©(gssoooS^s), jbssaA© epiSa a5.jspAtfoop. ^sod^cjoaS 
la} 0 + 2a>r'. ?^CT»eo 6oOir®, SSpX'S®?1cjo tpa^So d5p©>^5o7t® 6otar>, 

^Pop^CPopo'Sa a&AO. J^J^O^P^CJ^eipotor* saS^^^oo 

"SopatS ei(§^ao cssaQ^iSofTo 6000 ^ ij^ew^cpoa '^o^sft©. &aa 

©s^ga gsspojsA© e>a a^jsa®aocr°ao. tPtp'Soai^ spe»a«a°^^jb§* ssbaA<s 

©aJjo-cspgiotxioa. 
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..jryaganas followed by 2 caturmStrSganas plus one laghu gives vitala cB-t 
IS also gives only 15 matras per line. Appakavi prefers a guru at the: cent! ol 
t e line. Anaiita and Citrakavi Peddana prefer a laghu at the end of each 
these latter writers observed antySnuprSsa, Appakavi had not. The 3 
rnStras each followed by one suryagana (5x3+3 = 18) with yati after 8 mStras and 
S 1 and antaprSsa make it KarnSta catuspada. In Telugu, ganas with 5 each 

are naga-sala-ta-ra (mU-nUI-UUI-UIU) which come under Indra ganas. It htis been 

said earlier that 3 Indraganas followed by one sfiryagana make for dvipa.citi. I hiis 
arhata catuspada can not be different from divpada except regarding th<c: pla^c 
o yati. Vellaturi Lingana in his S.A.V.R (unpublished) gave this as pad^iltiksana 
saying three kSmaganas of 5 laghus each followed by one suryagana (5 x 3 
with Sdi and antaprSsa and yati on the fii*st letter of the third gana (1 1 th laghu 
) make it a padam. 

This is very popular in Kannada but not used in Telugu. 

This has four lines. The dvipada chandas of 3 Indraganas follow ctl b\ 
one suryagana it done consecutively twice becomes one line of Taruv5ja- Yati is 
observed on the first letter of 3rd, 5th and 7th ganas. PrSsa is observod. 

The Telugu upajStis are Staveladi and tetagTti.The coiiirrioii 
name for both is gitam . Among the indegenous gitams these two are samaijllains 
These have four lines but without pr§sa. PrSsayati is allowed. One sQryxigana 
followed by two Indraganas again followed by two suryaganas in each line:., with 
yati on the first letter of the fourth gana is called ‘tStagiti'. It is 5tavela.cii if the 
first and third lines have three suryaganas followed by two Indraganas an<! Ihc 
second and fourth lines have surya ganas for all the five, with of clourse, yati tm 
the first letter of the 4th gana in all the four lines . Either of these two has neossariK 
to be attached to a sisapadyam when the latter is composed, in which ca.se the 
attached gitam wiE be treated as a part of that . It is obvious that atavelacli and 
tStagXti can be written and used independently and separately. 

Ettuglti, mfilana^ti (KamalanagTti) and pavada grti are visama gitams 
m Telugu. One Indragana followed by two suryaganas, with yati on the first letter 
of the third gana makes for a line of ettuglti and it has four such lines. Ivleianiigiti 
has four lines, with each line having seven suryaganas and yati on the first letter 
of the fifth gana. Appakavi has called it kamalanagiti. Ataveladi with prSsa in all 
the four lines is called pavadagiti. 
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MiiUii 1^0 3a.JS3oe33 

K ;5S5 coj^ 

^ ^o^oS^ cS^ciS^^^ 

^iSSSMCoiSj j55oA<ae» 31 


Soil ^e»fo 5rocSot»€» S*g 

•CPe»JS SS^o^^acJS: SSSiS^o er> 

bos' ajsssesjsw^so o» 


■iliAii Soi.eSo d'dSosjJ^g b& 'SocSSjD'CSjoS 
SiJSs -CSOcsSaseis ‘SsS^S^ 
jseaiSj s^ssj^cSw; ss^ sesEjj 
esgasssses JS>S c3SiS^dlr»Cb^CSSc3b. 


32 


33 


«piiS^de3”© es»osr>5r»iS® (1) JSiJSoJ^^oo (2) 3J2i.Si>S^^e» (3) «s5 SiSj 

S^^e» Siir»2So 3Keo?i;» 6otJ»cco. ®oCij^ S2 i.SSj es'^a SPe»?b 

s-S^Sjj. ^iSJSiX* £-§®^^ SiSoA® ^otoooS. (31) 

^oorb >I3»0J' e-"! S)e5on» S>&^& SiiSoS^o. JSJSjSeSSSo'^ 5o-°c» o»«o<Sf* 

i3«e»^cy>o7« E-'l aOoTT® (32) 

gSb 3S^£SA;3 £.g45^d»£So SSa3-»£*d«£So ©'^S s-S 2)Oo7^ 6oOoott7V» 

SOtSosp^S* 32i^45Ac5 'So5®^d3o «7®S^ ^4So ©'^1!) "SeS^S S$oA® 

©^Sa ©OSiJSaS^^SSaalao^SaSjotoaoa.'' ©eT“K &SSj^Sao S>r>cr» ©OSSSaSe^S) 
©^^diPCSo^aa 3^^e;&a. (33) 


^"^Iisa^o sao S'SStoJfio'i^a e30A»cr»a§ cpS ©a^^St^rp 6ot©aoaa 'S^SaStS 
sa^o^ |«oag^ aap>aa 2>C3=^^ SC5 »^o :6^CiPS ^cy>^^(5coaoaa 

^yioaa., © qg^ap©"^ S3C3»ogjr® ©a^coooa 3^^Pj^aa. 

cOcSr^oSoTt® '&o'^a ^oSaOf caSSaoS^aa ^oa^aao (a+cOoSa ■■ aoa^cSa) ©C5 o^ 
isdto SKsJ^eaa, JiapaoP ^o'^a ©CJSSSao. 

^Poad^D®© &oiiiSto iSaa^p^qS^cso. S^aS S>S5oiS^o, 

aSi^SSatJ^o, ©dSS5a«J^o ©'^S ;pe»d®a®© SdoTi® ©^^ccoo-CSaS^SP©. ©oiSa^^S^ 
iT®oa?t> ^ZPoJ’ ;cp©a?b 5s®©a7?> (s-§*^ir®ao £«§*^Cgon») aoStoo aJa.S5a 
S^Nsadoa. 
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Verse 31-33 


Tr.The entire vrttajSti comes under the catagories of (1) sama vrttas (2) visama 
vrttas and (3) ardhasama vrttas. Among these the visama variety has each of its 
four lines differently. (31) 

That is sama vrtta where aU the four lines run in uniformly identical 
way. Similar is samapada whose four lines are uniformly identical but embellished 
with tala (32) 

While the odd numbered (1,3) lines are composed in one way as the 
even numbered (2,4) lines are composed differently then it is called ardhasama 
vrtta. Annayarya has stated that a similar padam is called ardhasama padam (33). 

Com: The author who extoUed in the previous verse padya (stanza) becoming a 
padam (song) with the hyperbole of gold getting fragrance states the three 
categories of vrttas and applies the same classification to padams also in these 
three verses. 

That which is even or uniform is sama. That which is not even or 
uniform is visama (vi+sama). That which is half even is ardhasama. 

Since the main characteristic of vrtta is its being in four lines, this 
evenness,unevenness or half-evenness has to be understood in terms of the four 
lines. It is because of this that each of the four lines being different in structure 
or composition is described as a mark of visama vrtta. 
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«« SSJ’toeo d^a^eoTP Sr^CjejiS t3»«Sj©§r» 

&<5t3°db©Sd &r®C® wiSiS^^coo. *«5)i® S'OSjo’ ©'^ S45sx>^5o Sg SCS 
^oif^ a^:5>SSar»3«Sj^ SSJ’|d‘& &o{5ii^ ‘«S»®’ StCio JSno^^S 

apdae^r* 6!St3®«l>©So {ySgoTT® sr>iits&od>. 


^e» d«a»©r» »JS>ors» S^^oSo ‘TTw ©a'&iSj. ©^{5o ©ca 

JiScSSiS^O^oT' TT'o S^SS"^ S^^coo. 3oe55^o?>^ >eSo^ 

6o^ «^CP>© ao«)^go «5&. ^0^0 d»a»S§ 

<a^CP050tT»(iSiS ©go. es(§^CP®^ ?}03 6oJSJS33j;3jn»a ?b{S5©5cuJ§>© ^gsSio, 
«cr»©0 t,S*^5f®e5o^ JST'CSSCSjj. ©ep«i «iSj2 5*©^e5o^ &o'S ejgj^C 2>o®^So 
gtxo<5 6otoX® aj?iCS d’D®^ ?bCb©5a5 ^SSj'Sx* SSj^^ ©^CP> S) 2(. 

5’©d«C3»;D5 3oa;3 3od38^i3’S)'i aoexjOoO 6otjooa. ©^sa 
S2 i,SS3 S^o’ ©S)S5o33Sjota»oa. ?baboJ&5jS§)o ^O® ?ics®© ^JSooS* ^to2 e^g^ 
{3»osp^gp>c» ssr»6;3 ‘sc^^s ;^o’ ©sl3o355jot.ijoa. ^©j^cs®^^ 

ejg^s 5osp^, ?toQ3©5x> (SSSjo ^cp Kcs^SSSjo S)d®crS)S®>aoS^ SST'Od®^ ©^ 
$a ©si.ss5s^o’. ©(g^e so^^ssj-'csooc® 6.g^«o - 

©oto 3oaj ^CP^ 60'S K5ib©5jDJ(^o7P» «C3(gSSjo 7P^ 3oS*SKo^ JSr®OS 
©^aa tSS5ooS^o’. a^StSTPSl SoS®S7PJ)S So?p^ gP’C® 

JST'OS ©j^aa ‘»o>^s ©g:saj ©^Sjoa^sootoioa. 


6 cp: 3«5 c 3& 11a ^ocp^sS 3oaa (1) ^|o^aa^e (2) 6t)0(aa(e3 (3) 

*-s»o© (4) 2P5*a^ ©S s^^cp©^ ‘spo^oa’ ©S 3a.aj 

s^«o : a»a" sacp©2. 


apg^oA :- 

1 ^ao : go(a a^e - «J-«j-23-rp Acj®©^ : 11 «5^g^a®©3 

2 d®ao : ^Sioja ajs - ss-iJ-s-n® acpco : 11 qg^D®©^ 

3 d®iSo : s®o® - «S-e3-e3-7P Act®© 3 : 11 ©j^CPeo 

4 d®ao : e3®<5®0^ - ai-j5-iJ-a Acs®©^ : 11 e!(g^a®©i 

^eP'S ‘©OA er^o’, ‘a&^SS'^a.o’ ©Ss 3a.a3^^oj. 
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These remarks apply to jatis and upajStis also which are composed in 
four line stanzas. Although the phrase vrttajati is in singular and denotes only 
vrattas, the component jati is used in a mnemonic sense as a reminder of jati and 
upajati verses. Vrttas whose four lines are dissimiliar are called ‘gauna vrttas’. So 
ardhasama vrttas and visama vrttas come under gauna vrttas.The serial number 
of the chandas indicates the number of letters in a lind. Thus 20th chandas means 
that a line of this chandas has 20 letters. While the number of letters may be 20 
per line there is room for the order of gurus and laghus or ganas changing in each 
line. So if the number of letters in the first line is maintained in the other lines 
but with a different order of gurus and laghus then the unevenness pertains to 
the chandas of the first line only. Then it is called svasthana visama vittam. If 
the number of letters also changes along with the order of gurus and laghus or 
ganas it is then called parasthSna visama vrttam. If each one of the four lines have 
different number of letters, order of gurus, laghus or ganas then it becomes sarva 
parasthSna visama vrttam. 

In the same way, if the number of letters remains constant in aU the 
four lines but two Of the lines are having different order of gurus and laghus or 
ganas from the remaining two then it becomes svasthSna ardhasama vrttam. If 
one half differs from the other half even in the number of letters then it is called 
parasthSna ardhasama vrttam. 

For example a svasthSna vi.sama vrtta called ‘VSrSngi’ is formed from 
four diffemt types of verses called (1) Indravajra (2) upSndra vajra (3) kSnti and 
(4) vStOrmi. All the four belong to the 11th chandas. The following are the details 
of its formations. 


VSrSngi: 1. Line -ta-ta-ja-gaa - (11 letters) -Indravajra 

2. Line-ja-ta-ja-gaa (II lettersl-upBndravaJra 

3. Line-ta-ja-ja-gaa (11 letters)-k3nti 

4. Line-ma-bha-ta-va (11 letters)-vStbrmi. 

‘AngajSstra’ and ‘NadTpraghSsa’ are two other ‘svasthSna visama vrttas. 
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llss ^odSo^S (11 e^cr^eo) ij^cpco 2,3,4 iPCPGo 

CiSocsSSx)’ 3C;^^5 a5i.Si>J^^o £)£i^<5o5Sboa. 

i)C5®5-2;^SSai, 6geJ, SSoiJoCJ, SSjd&iljg es'^3 25t.SS:i S^eJoesTP 

3S\£Da;5a. 


sjoS -CSoiSo^ :§)^J3 ;s>20^;3 ?bCbo5co(gSSo 

SiSj’^oA’ &o^a roJSjSS^^o. ^CPSJoJScjeo es^SJSSCo. SSi^So 

tSS'S ^OCbTT® -S-« e^CS®'^^ 3cy> 

Sl ep^S^cooo-D ‘;J)SSj5CSo’ ©otxiiS^^J^. ©coj^ SfS^S ?^S5oS)o-:5JSo?3^ e?o-?®eD 
e-gt3'3oJ5o 6a®^co5. SiS^’aj’^g'aT® esl5 ^SSo ^0-S 

5i®coo ^eod®C5®o ?b&Oi!l)§^o3®®. .DodScjSo'fo £iC5°so iS^2JOC5®eo75» 

6otJ®caj, ;j®exi^cy>o 6oUioa. «Sa®^S eso^o JSc®o d®a®exi 

ap«n>oogj43roeu7?> 6ota®di>S («o^5g^ ?b6oO 2S 36,37 

SCS®^e) oSg (SJSofto-C55^«&c3®^ 3iS^2- ?iJSjSo-C5SSo?5^5 eso^e» e..Si3 "Sotta iSd®^®. 


S3a®Sl ^o® ^toSi a®«€J®«^^ a®Mo go'tj JScosp^'^oa. 

£uScr®ri®o>§ SP‘6^^5 S3C3®Sj^ ^C3® d®OcSj '^oS’S CPJ^oS* ^Soo 

S®S) e>,g3t®<i?®S)S Sr®0jiS ^u;Sj SS36’S0®<7®S§ S5j®{5jjtoo SSs»ea). 

«j®^o§^t6o esjS^o^o &r®C3o^ e5SSjCj2:<i 6otxioS S^SiS e#SJ®Ci^ SSi6’SeJ®<?® 
^1 £^(SAa®di). ^SSiSdSo e9^_^S0J5o S6o^S jj®e»d®n®eJ7® SiSSion® 

5®dSj Qr®^KS gir®C® SSSion®"^ esSSiOCPJJ®®. eso'to od3j^Q7T»Sod5a®®. "Sj^on® 
^r®S^ |^«SSSj®^o. SSjO^QSott® JS:>$^SSr»^o. »C3®JSoA® d®&^ SooSsS 

SSJ®JSo. S)ooS€5®aS "3^0^ 'S^io SSij<5^SSr'J5o^^, a®SS 

SSr'^SqS^^Si 6otJ®ca3. -8^A»i3 ?iS5o^S®o 0SSJ®no ‘ocSSo’. oc33a0S^JS^ 

»t3 ‘dSiS’ £)eN£Soe&oa. «J®t3^ ‘asSidSjfi’ ©"^a t-2t3. «J®<?o^ 

CO oJ 

J^SSo'So^S s^o0SSJ^no^o es>o7Pa:> do’to €f)5 ‘I6 SS^c35:)<D’ 2?^o5, 

SSJ^SS:a^oD7P i7®o:>?b e^CPo s^oo t.go5coS§) es^croo^ €P^o 

S3tSo€£pd®^ ef>(S> S)S€3P^o e)S§)<3boe>. ^otx>od> 

«j)SS^Co. ^SSJ^^3s«CPco 

3o:>J5o^o'to-CPa5, ^oi5J6c>^5^ d^uo ^€^ok5 
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With ‘Rugmavati ’ having bha-ma-sa-ga-ganas (10 letters) of 10th chandas as the 
first line and Dddhaka lines with bha-bha-bha-gaga ganas (11 letters) of 11th 
chandas for 2nd,3rd, and 4th lines a parasthSna visama vrtta caUed ‘srlramanam’ 
is formed. 


VTnSracana, Uddhata, Madhura and Manidipika are given as sarva 
parasthSna vrttas in Telugu. 

A vrtta bom in a particular chandas running uniformly in all the four 
lines with its order of ganas and laghus and gurus unchanged, makes for a 
samavritta. There is no need for examples here. The vrttas we generlly read are, 
more' often than not, are sama vrittas. The author has applied these regulations 
to a padam to define a samapadam. But there are one or two points to be noted 
here. While thinking of a vrtta we have to forget the padya or sl5ka and rember 
that it is a composition of four lines. Padams are vritta bandhas in four lines but 
they are not padyas- or slOkas. The author says that these lines of padams are 
embellished by tala. Though the author is going to speak about tala in verse 36 
and 37 some points need to be stated here. 

Between the raga and tala of a padam or song, the latter is more 
important than the former. A padam or song composed in a particular raga can 
be easily sung in another raga. It is not so easy to change the tala in which it is 
composed. The letters or syllables of the text are arranged in such a way as to 
suit the tala that the composition does not fit in with a different tala. A samapada 
has not merely its four lines in a uniform fashion but its tala too runs uniformly. 
That means the laya has to be adhered to. Singing fast is drutamana; singing with 
medium speed is madhyamana; and singing slow is vilambitamana. The tempo gets 
doubled in madhyamana which gets further doubled in drutamana . The standard 
of this tempo measure is called ‘laya’. Based on the behaviour of this ‘laya’ what 
is called ‘Yati’ .occurs. ‘Samayati’ is one of the classical three or modern six ‘yati’s. 
If the tala has the same type of components having uniform time-units (kalaprama- 
“na) then it is called samayati. Generally the time taken to utter four short letters 
is called a laghu. If tala occurs after every group of four letters it is called £katala. 
Since tala is known by the number of letters that it may comprehend , care in 
composition is neccessaiy. It is enough if we understand that the laya of a group 
of musical notes with uniform time-units has samayati. The author is saying that 
the composition of samapadams has not merely its prosody but also this tala 
laksana. 
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sjog ^oirb ©coois^eso ©eassjj^^o^ 

■3oiSi>t3»e» s-gSejorp^Sj aoA©;S '^oiiiir>a>ix> jasS'gOgoTV’^Ss 6o^d3j»~” SjO 
^oa. ©coo^ S5^o£ki doc3»eD ©iS^a gr»c» sjg^a e.g ®o«'&. ^©'^o 
a5^r»C3»e» (],2) e-g^Ko. ii>©'3oaoir»cye» (3,4) JS^e^g a«o. sja E-gSgS. 
^S5d»c5»o5 (1,3) E-gSi^o; SiSd'cpeo (2,4) jsoS’g s«o. 3)a aj5®gsae. 
■3oaosa<ifoe» («tj»oSSS-aoj. bi5S^iPtx> e.gd«ao &.gegoA»Si) toPiS)^ 

JSsS’gCgon'^b a;3^^£kigr‘a ©CSSSjJSj'S SS:)Co 

©OJ5iSSX*eo, ©fJJSSST'eo ©1^ ^a© &otMo£>. 

cJ <X) O ' Cp Cp 

©ojsaT*^ 11s aoc3»sl soas sjo^asi^, 6‘So^as(s ©■^spt^ 
Sb[5e»o *6 Se3°©’ Eu^'^ 5 3S5?b gSuSo^boa. 

5S,d,e3,W - ?^CT»e» (9^2- 11 e^g^^croeo) ^"aioias^ego £3,iJ,es,?i?i - ^ct>oj 
(9+2- 11 esjg^o®€») "SodotiS 8c53i3©i^So. ^"SoaotS Sb(^cso ^3«# 14 

©s®«o 6Sz3®© 3C5®ce» 



‘S)g(«^^, accsaj<^sp, 

«S(3r'63«S^(a <a(5®S>fccSiP> &SE3»S^cy>s’ 

©■^ ©SiSdoa w^c!»e» ^Soa aT'S©ajt&a^a. 

«j - s}0|aS(£3d»ao, 6- 6'5ic^a s^d^a© ©a So'l«J©. S'eo?ti «^cr»e» 
aCiSTV* 1-2-3-4 d®a®ogi ?b^e». 


1. 3J-6-6-6 
2« 

3. 

4. 6-6-6-^ 

5. 6-3j-g-g 

6. a}-6-s}-a) 

7. ^g-6-sj 


8. 3(“Si-^6 

9. a(-sj-&-6 

10. s)-6-sj-6 

11 . 

12. 6-6-31-g 

13. 

14. 3!-6-&-a). 


SoS ^^©ag^ ^?5 (1)2) e.,gCSgo?T» so (2,4) ^CPCD £-gOgo7V> 

6©ato© ©0SS5qg^oSiS 3S^4J»aj^ 6Se^cso7T» feSjg®J3«©. 12 

ssa©a»a 2 3 ©aa ‘ 0 jiio»^o©’ (s,©,s,s) ©"iSa jSdi>oaa 

(a-jj-Es-o) ©■^a so^rocp^aj s"^ ‘©^«j ^cps©’ ©'^ ©ossjs^© ©2§) 

<aj©a.©ep'i^ 13s aoa»s§ 3©as las'Oe? (so-s-es-o-?^) th esjao 

(es-$-s-£ 3-«) ©"^a sod®cp^S) s^ ‘od^icssj’ Si'^ ©ossjs^o ©jg)<i&oa. 

«S c<5^cT®^5<5o5j^05* 

^ aJ CP Cp 
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Now, the ardhasama vrtta. A vrtta being a composition of. four lines 
ardhasama vrtta suggests that one half or two lines being one way and the other 
half or other two lines being different. But which two lines? The first and second 
^es constitute one half and the third and fourth lines constitute the other . This 
is one way of looking at it. The odd numbered lines, the first and third, constituting 
one half and the even numbered lines, the second and fourth, constituting the other 
half is another way of looking at it. Both these can be accepted. But the prosodists 
have called it ardhasama even when one line is in one way and the other three 
in a different way. Again the classification of svasthtoa ardhasamas and parasthSna 
ardhasamas is there. 


Among the svasthSna ardhasamas, the ‘upajati’ verse composed by an 
admixture of ‘indravajra’ and ‘up6ndravajra’ metres, both belonging to the 11th 
chandas, alone is seen in Telugu works. ‘Indravajra’ has ta-ta-ja-gaga 
(WI-WI-IVI-W). ganas {9+2=11 letters). ‘upSndravajra’ has ja-ta-ja-gaga ( 
IVI-VVI-IVI-W) ganas (9+2 = 11 letters).Yati is on the 8th letter in both cases. 
By mixing up these two metres 14 types, of upajatis are formed. These varieties 
are shown below in accordance with the SlSka: ‘gkatra pad£ carana dvaygvS, 
padatrayevSnyatarasthitascgt, rtaydrihanyatra tadoharilya, caturdasbktS upajatibhe- 
"dah. 1 = indravajara . U= upSndravajra. The four letters represent the metres in 


the serial lines 

of 

1 -; 

2-3-4. 





1 . 

I 

U 

u 

U 

8 . 

1 

1 

1 

u 

2 . 

U 

I 

u 

U 

9. 

1 

1 

u 

u 

3. 

U 

u 

I 

U 

10 . 

1 

u 

1 

u 

4. 

U 

u 

u 

I 

11 . 

U 

1 

1 

u 

5, 

U 

I 

I 

u 

12 . 

U 

u 

1 

1 

6 . 

I 

u 

i 

I 

13. 

U 

1 

u 

1 

7. 

I 

I 

u 

I 

14. 

1 

u 

u 

1 


The fact that our author has indicated the odd numbered lines (1,3) 
being composed one way and the even numbered (2,4) lines being composed in 
a different way as ardhasama should be taken only as a symptomatic statement. 
PramitSksaram’ with sa-ja-sa-sa ganas in the odd lines and ‘priyaipvada’ with 
na-bha-ja-ra ganas in the even lines both belonging to the 12th chandas, give an 
ardhasama vrtta called ‘AjitapratSpam’. Similarly ‘praharsini’ with ma-na-ja-ra-ga 
ganas in odd lines and ‘rucira’ with ja-bha-sa-ja-ga ganas in even lines (both of 
13th chandas ) give another ardhasama vrtta called ‘ratipriya’. These are svasthSna 
ardhasamas. 
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10s ■Soes'SS 3oaS SsStoD (s-S-e3-«) ^ llS ^SoDoSS 

3oas sssr'o(a-s5-o-«)-«) so^c»^S5 s"^ ‘sacpifts’ e'3 se^s «>os 
SjS^o «>J§)«JS5oa. «o'6 11s SoC3»Sl 3oas g€>€r>odSx> («-e-es-s) ^ 
ar»CP^Si 12s -SOO^SS 3oaS §*t3gs« (s-s-s-s) Se5P>C!»^S5 s'!, ‘SjS^ 

3*0o’ StJ^S esOSSoi^o e»J§)^fooa. 5ije3®oi33 5SjOS» 6s^^coj. SoSSS) 

^ePotS ejCSSoe^ooS* gr»2S Sa®e» w5SSDSC3»e» ®SS5oSiS6otJ»di>S 
®Sj^Sr'<X»ga^e» SSj^Si^r!* •OSSCoSseP-O’Cai^ qg^csS'^go 

SS3SC5»ogj 3S)^St^!V> SS.S5SC3®oS5 esgSSjScPoga Sf»«So83oS'^S S'Sgo 
5£i^g5«SSo «S5So^P©. 

esiSs»^oS5 esS^ot5S ©S^d^oft ®o«SSP»(do^iJ esSj^otSl 

q^ex> &s^j^dSias»a esS^otSS «9S3S6o-CPoas»S «P©(^d3oos»e3o. SS^SoX* 
SgCSxr» escjjoS a«^^(«Sxo-cr»©. 

1. 32 SS^o^gS SSjSSo ^Sj^^PSo’ ©sr»jj^So, cjg^S 

aro«Sxi^3ftS ®e>ogOo«32S ^Ss^^So «s>S esgo. SPwd^CPco ?P<"^3§ -Sg^TV 
&<a/\CPSP© «»S e9©^^cJS30. ®o^5®S o»'p»e)OS»go 6oJ3®© esS ^p’oQSSgX® 

sesj. ■^^€P<>»oSi3'S 35 0o«f»©gc> ^CoSCCPSj S^CPo5*gr>0jS €P<P©os»CPa3 

vP© OSj^JPS S SSjS*I) 
SsSi. J^OoSOCPSj OCbSSS S-J^S^Sj esS^SjcSSi^So S6jo©Stx esiS^SX*-CT»0^ 
■SS^S S^Sj^a. ^CoSgCPSj Sj0So-iJ»0o5® gr«6jS 0»<en>e)os®a»eo 

©S^SjcJSj^ 32)^S q^cjo^ln»S I3»S^ wSsSOod 3S5?b qg^«o5^2s»S 
^■SjSoSSo So«X*S^on» 6 oSSj. 


aSjSr'oScs'Sci ©coj^P ftjdSjS eSjSjdSscgo'O 
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‘Sumukhi.’ (sa-sa-ja-ga) from the 10th chandas in odd lines and 
vanamSli (sa-bha-ra-laga) from the 11th chandas in even lines give a parasthSna 
ardhasama vrtta called ‘viySgini’ . Similarly* kahtantam’ (ta-ja-ja-va) of Hih 
chandas in odd lines and totakam (sa-sa-sa-sa) of 12th chandas in even lines give 
‘mandharam’ another parasthSna ardhasama vrtta. There are more like these. 
Enough for our purpose. 


That padams having this ardhasama laJksana are called ardhasamapadas 
was enunciated by AnnamScarya, says our author Cina TirumalacSiya. 

We may note here that tala is not referred to in the case of vi.samapa- 
dams and ardhasamapadams. 

A Sastra explores all the possibilities. That does not mean that examples 
can be provided for all or that one should follow aU the possibilities. One has to 
make a healthy and pleasant selection. 

In verse 32 the author qualifies sainapadam as talalamkrta samyapa- 
"dam. It just means uniformly lined verse embellished by tala. All the four lines 
must fit into the tala uniformly well. One should not mistake it to mean that tala 
alamkara should be there. For all the 35 desTtalas there are, no doubt, alamkaras 
said to have been composed by Purandaradasa, with their svarasancaras. But he 
was only a younger contemporary to Annamayya. Annamacarya caritra speaks of 
Purandaradasa meeting Annamacarya when he visited Tirupati. So it is not probable 
that tala-alarhkaras with svarasancara composed by Purandara dasa should get into 
Annamayya’s work on sankirtan in Sanskrt or into this Telugu work 
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iSii 2S:)aS 

iSsii dS3tSb€»o|tT»^SSije»06:dSos33e»iSj SSJ’jO’&gJSjo^ 

KaSbeoo?^© S)£ooi5iJ®SSjSi5 JSJ^3r®^€J®5 SodSiJ^ S 
iS^^Qi^ O^^fc'od'S c3iii3^d53?biir«^5’ 

ss«ssr>§>j§ J5apaiqr>ea 0ba|«otx>2^ 34. 


Of®ii sjog S)aod5SC3o es’SS ^i^ePotSS® 3^iSj. &SS di>tfoe», ^^Seo, 
SSP>^p6Kcr>e3»SSjS5<>3 SCT»e», «pc»© Siofi© 6oiJ»co5. SeSo€r* 3S^eSo^J55 
«)0o Aotocioa. gr^^r!»;s5 6ot»oa; so^oiij^ 

e9SS^«j®ajj^ §or»cso SS35* esodSoTT* 6040006. €J»^d®g «6^dS3?bgj»j 

3s^6o ga^so^ (SSsa'sSj^oa. 


s»^isaea;5Sj £p«d»g «5iaj^ar“-cr»eb^e» ?bcbea ^^fioStoJSoe&^To^aj. ‘aa 
acb^’ Si'S t»oo5® J5sc«fcaj ^aoar»|0o?p asb^a anoas 

"awatS^sn® aos^^ao^ e^c»o (as^^aoaa *pao ©a^aodso^. ©cjaa oao 
aaa^^ aa®e» 3aj?b^'^ s»aj a^^ «?TO&di> aacLr* caoai^aj. 

aaas^ sa^ge§)isagj® wdaa -vy®cssoo'§a a®^Qb. t?®a. wcsaa "ajas^ 

axig. «paa aoaio®® ^(^ qo . gajs®ecpp^3«s sa5aa®?b«i©fo tK^asi 
«SA 60 a. 


aejoa, Sag gspeo aaj«a®os®^. 6cs^a«a o»©bs§)p;3© (atx>o®oA»3a 
a^c,acbiS, aa, ^ag,a®4o, cf'o'o'S S3®453© a®’^csi)S®aoao esaa© 

£3gon» gr»©^a n»ao augo. atx>aaa ssoaejajtfoa^a. 

28 aa^o ^Soa ^d®v)ao<¥> i^Si^a ao® aae^oo «9oa® ^a®«» 

a;§)oo7?> aiDoto&a. ?}^a 3a3?b«®^cSSb€» 3S>^a aae^ooeo e-gt33bas 
a^^oauaiiSoa^^ccoT 

ao4oT®6 ©o«a ajo(© ©a ‘aQa®o(a asp^goo’ (isso-ieoo a. d) 
{hsit ap>ep^^a a^Jjoa'ajoaaoa gj-<'at>oo) ^ aaq^npa^l^ ^jep aipj^aj. 

‘a^o ©aws^^aoKo (Sfe asr;e>ax) 
aca ?^C3 css^jiaooi!) ss© csasiga^ajo 
aa ao»oaajo aoSi asc [«j®a aaoao> 
aac« aaaos® a^aaax. TJS’abaco’ 
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Verse: 34 


Tr. Now nibandha padam is being explained. It possesses yatis, prSsa, 

words following mStrS-ganas; association of a tala; it carries a certain meaning 
intended to express; it will be a skilled composition. It will be a beautiful one, 
its sweetness surpassing that of the wine prepared from the flowers of Bassia 
latifolia or even nectar. It has become famous in the world on account of Tallapaka 
Annaya, the preceptor, composing them. 

Com: Tallapaka Annamacarya is extoUed as the preceptor of padam 

composition. It was Annamayya who, propounded the regulations of padam- 
composition nominally enutperated by Bharata as ‘pada-niryukta’ which is simple 
hymnodic composition . No one seems to have composed as many padams as he 
has, not merely in Telugu but in any Indian language. The excellence of his 
compositions is such that other padya-kavis can never hope to come anywhere 
near him. Language behaves like a ball of wax in his hands with maximum plasticity. 
His imagination is sweeter than the sweetest. For all these reasons and more, 

preceptorship of pada-composition is justified in his case. 

The words nibandha and nibaddha mean the same thing, ‘framing in’ or 
‘framed-in’. Music (gSna ) composed for popular taste in dgsi-rSgas by a 
vSgggyakSra framing it in with dhatus like udgraha etc. and prabandha components 
called svara, biruda, pada, t5naka, pata and tala is called nibaddha gana. Such a 
padam, is nibandha-padam. 

In the commentary under verse 28 the regulations of £la-padam and their 
varieties as enunciated by the ancients have been extensively described. Here one 
or two instances of pada-laksana as enunciated by the ’Telugu prosodists are 
touched upon. VeUaturi Linganamantri (1550-1600 A-D-) in his ‘S.A.V.R.’ othe¬ 
rwise known as ‘MSlayadri Nrsimhacchandam’ has stated pada-laksana to this, 
effect: 


‘Three smara-ganas comprising five laghus each succeeded by one 
surya-gana (for each line) with yati after two ganas (in each line) and prasa both 
in the beginning as well as at the end of each line, make for padam’ 
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^ SSjSS («o5Sg^53 S’oSo ■3&g3*3^;3 S»ii)«cye^ 

SSxP'S® -CioCSoS^ «ct®^ s? 3. s»r!» »C5»^ s^^nepta 

Z?0^co5. ZPiJiS^ o5iX'jS?^cy’ej5j oSjjodSs cSoS^g o5iio§) 6ov)^ s®o5o?^CT' 
JDC^SCpooo. s3dSj2Sj'[^ejSo o4S3o5xi:§)«io'S Mcy»e» SSxr»i:^gr®6j SSjS’S^ 
aJ'O^Kcs'Sj^So^©. ax»0^«CT®S§ jsrics'^^ (III) 3'?^cs (Ul) 'SjiJ® SSsI'i^ 

SSJ’^aeo. 'S>x)&o ir>n»S>^ 5 X 3 = 15 + 3 = 18J5J^(«eu. 'SoeSoKepo "S^ScJiifi 
3<gg). aj&c33r»g^0|^;s<§*d^tji5 d»C36o0o^& 6oC»®. ««^g^csSa^o 

&a§ 2?4fooa. gg^2S S'^'&iSSio'h ^ aQn» gO^oSS^Stt etl^CTo. 

g^^ttoCT® i5oS®0£i5a^ Si'S e^cao 8 JSr»}S© Stott e33od5® 05ot3' 

e^eso |lott 3S^&)doa. si& 3tto?b^S ‘tt^tttt’ Sr>tt ®«g)&oa. 

«(g^csg^So SPD^gS 05aJ^P$<3S3^ (1660-1680 A.D.) 

‘e^g^cs feSag’^ Sttqg^C5®S^ qer* 3^^tto. 

gii ‘>tttti: (do^ttoo tta<ttcott> 

¥®ao-a ttC3®&io g^Jo ejgdtoS^ 

SPJ3»o« a««®)©o€ 

8T»tto«P0oa ^ttNCatt'Sj (Sja;'^, 

M <L_ !>..’ 

All ttiS^aSscuoSS S5*tto8J5 ^2 

^§cSto 5©oSc?1 Sd3jtt>08» AosS^SSj 

cttbifceaitta S>ttjcJSii&^ sp^rx>6!ix>K 
«r»<? tttt© 0-accuoSctt?l3es5ttotM 

O 

qottjgj £r>5S|jtt^tt». g^otton® o5x>2§)og;i Sots, ttttcjo IS 16 ©5x)S§)©j 
adSittso. i$eS^if «9ttn» ttijSoSoSS "&£toKtt)g SoSS dioSS©SS [ScJSjiS&^n® 35^ 
odi)0CJ®tton* cr»«ttCbS. ttOtt^tts 3S^ttlSj.’ (707,708,709) 

3)«a qg^caoS^ S’O^aS 16 3a^o43. 6ttaoS Sttotto 

cro^fiPiT®©} 3S^83(i2.* *” « -» 

3)og 18 «€PCi3®t3 £)•«£» 3ogoOttjcagS ‘e^ca «er®ttjc5’ 

Qoff^ - ‘aoAij C€P^gcroa^’ 5n»a^?bd^ ^o® 3d®^ttj. 

‘s»s§)tt Sttttcoeo £«5©ttA» SttJSi 5 ©a»^ ttxptto 

ttCcattiJOgj ©oSs»^«cSiiSS» ®a ■SteS5«©ttSSj^, S©tttt« ASttottSSco o^oS 

ttJ'^p'attag SattiSxiStt S«CT®ttoo5®C«J®ejtt3ttaa^ ar»H7®ttu)o {u)^ ?b(ca) 
ttiJT^ Oo^^SQiiso "Soott^tt j?!ottttco(©j) es&ttsJJttePtt £)«™ 

(Ss»coc3aS s«cr>tt5© cp^cpcttx)^© soA« 6ss c33iJoe^rr<>tt S)>Sj»a^ 

ttPttoeSjtt e^g^eaossjtt jS'CSS ditxoS.’ (3-427) 
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The author of this work was a little posterior to our present author, Cina 
Tirumalac3rya. Smara-ganas are kSma-ganas explained earlier. They are born in 
the third chandas and tryaksara-ganas themselves can become kSma-ganas. We 
have to prefix one laghu to those beginning with a laghu. We have to suffix a 
suryagana-either ‘na’ gana(III) or ‘ha-gana’(UI) to a succession of three ganas of 
five matras each in line. Thus the total number of mStras for a line is 5x3+3 = 18. 
Caesura (yati) has to be observed after the first two ganas i.e. at the beginning 
of the third gana. Prasa pertaining to the second and last letters of the lines has 
to be observed. The verse which gives this laksana is itself an example for the 
regulation. The note-worthy point is that this regulation is nothing but that of 
karnata-caupada. Nagavarma the Kannada prosodist of yore, has given this 
regualtion under the category of raghata with yati after 8 matras. In Telugu, this 
composition can be taken as dvipada variety too. 

Vartakavi Raghunathaiah, (1660-1680 A.D) another prosodist posterior 
to the above one, gives padalaksana, in his L.D. to this effect: 

“That shines as padam if each line is composed with sixteeen kalas 
observing yati and prasa fitting with a raga and tala. The pallavi and dhanyata should 
not faU apart; the verb should be fruitful; prasayatis and sama-yatis can be used 
and the composition should be in accordance with tala”. 


The purport is this: The word ‘kalas’ signifies ‘laghus’. The regulation is 
16 laghus for each line. ‘Dhanyata’ is another name for ‘upapallavi’. The verb 
should be such that it comprehends both the pallavi and upapallavi. The composi¬ 
tion with prasayatis and varga-yatis should fit in with a raga and a tala, being 
laya-pradhana (Laksanadipika: 707,708, and 709) 

In this regulation only 16 matras per line is advocated. We hear about 
‘upapallavi’ for the first time. Raga and tala are mentioned. 

Again, Pottapi V£nkataramanakavi (18c) in the Vrttadhikara of his L.S. 
mentioned A.B. and S.R and spoke about padam to this effect: “So padams can 
be composed in indegenous language and Slas mean padams; three caranas go by 
the name of ‘khandikatraya’ (and there are) pallava and upapaUava and (aU) these 
are composed by ‘pa’ -ganas of equal number of matras each; these should be 
in accordance with suladis; these are clearly given in San^ta Ratnakara etc. and 
in accordance with £la-laksana given in Arjuna Bharata comprising of pa-ganas, 
raga and tala in the way of music; and so these do not come under the domain 
of literary regulations and let it be so. (L.S. 3-427) 
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So-2JSj^( 0®S»3;3 «C5»e» &oa> 
oiS SS^asdoS. SSXPJSo v50cJ®oiSoo5^ ^©^5«^^bg^^Jo SJ^-ZoSa&o&. 

SoS SiepSdSo ;iJ'C»dS3oSJSj>?bc9ofT“ 6oC®oS 

<^«r»e»oiJ»<Sia 3S^a^oa. sKJS>s»e;»a§ ssesecsjs "Issoo aoftd X)oao0r!»*5*O 
^Sy‘tr>^Sr^o<S 1^483556. 6»6aS, S345S> t 32)^J5 5i3S)cSi>SS30 

ascao «caS'OSP'^ adbSSoo CPSSuo ©a&r»S 3®coj 16 SSJ’j^iSeo. 

OSJ553 SSJ’l53'®Ji'SSJ5'£^5 SiMPvS^ - (SJSjorP SSSjiS JSJ'Cb^. 

tyo^a®2 oT®© SoSS^ d®t« SSaT*^?} CSOCT»e» Aottoo SST'SSjJ'co. 

ipo -CSCtto sr»TOd®C3»o J^ao$o7S* 6otjaoa. iSecj»oSo?p^So ®SiU»n»e» ^2 
a*^iS3. 

3dsecs;s^ d«a»sl ©"^ «es»osn'^ SSr«(0« »o^^i)c32bJ5oo 

5»a OiSi, ©483 SSj’(dO ?ics»€13 SPJSoS^JS^jS^) CP?i«J»C^oS3 

©^?i3C30A» &t3a ScKoSbo-uSsS^SS^jcSS) dSsifceo, (^S«o 6otJ«c5S35) So3 -CSCcj 
jtJ(3530 2S»ap^SS3S ^CPo^o. 

^ 3S3^iS »o3««JS3aoSSS^j. 

ajT’j^©'^ ?tcy>€j3 •CSP>-CS3i*n®oS), A«Ss»^ o^?3 KePeo ■CSX'-i23i^SP 

oS, an>«0O»^e» S^S (C^JSeo SSJ^O’) ©^?3 SSj»(do «CPei3 

■CSX'CPesa 14 ©q»^cSS30 (a5^c» (5®)^ 3Sj||S3doa. 

1 SSoSago Sil^&iSo e33'3 sii 

ago CS"®3 ?)Co2^«j aagsa32)§»cS33^ . 

©o^C5^0<5 Sp^Oo^dSSag a3d6«Pii 

(^SoA. 0«p^. 4-4/5) 

CP7P€PS^ ©Saeso. 

cp 

2. ‘sS3-»^0’^2a33^’ ©^a Sa»e», cr-^So^cSbea ©l5spa ^Sij’Sc&adoa. 
SSJ»(®e3asSxr*a«e» ©'^ © ©^^><3330 gU3 JScpoSCoTP SSX»^p««CPe33n» S^SSJ’^do 
s.o?p^7ps® «s)55^cJS7*as ss^oa, ©U3 €r»«aoo?T» s;rico ©^sccssp-as js^oa. 
36 sa^ pss«c9o aj»aoa. 

3. es^ro^iJo ©ota 35^aAoa ©a «8gCo. jfn>^t»S2oA» wir>^®o ©:Sa 

(Sd3r»9go. a»®325)S3 ^p-e^as^^aj^ssj’spa 5»oSj-»as»^a sei^eo ^Ooa 
«sp^iSo; gcjsa^^s ;3-a3«tpaS &0-& 600 ^ 033 . 5^0 

ocJ33ada PB^p 8.2 ©5o< 5® SP'doa ©S ^«5j'^vPe». 
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This regulation does not fix the number of mStras per line. It only speaks 
of ganas of five mStras each. The three caranas referred to as khandikstraya 
indicates ‘tridhStukatva ’ of pada. ‘Pallavi’ and ‘anupallavi’ are mentioned. 
Elapadam is enjoined to be in accordance with ‘suladis’ with rSga and tala. By 
the time of this author composition of padams was considered to belong only to 
music and got divorced from literature. The number of words or units per line 
fixed by the ancients as six (S.S.S.) and five (S.R) lapsed. Regulation of the number 
of ganas per line came and even that lapsed. Then came number of matras per 
line (16) and finally compo.sition with pa-ganas of 5 matras each was advocated. 
This is the gradual change that came over the composition of padam. The sankTrtans 
of Tallapaka poets contain generally three caranas with pallavi. Each carana is a 
vrttabandha in four lines. There are exceptions to this rule of three caranas. 

The sum and substance of all this is that there is no fixed number of 
either ganas or matras per line in pada composition and that one can use units 
of four or five or six. matras as suited to a raga and tala, observing yati and prasa. 
Three caranas with pallavi is the more important part. 

In this context one can note the advice of N.S. In arya-vrttas the ganas 
are to be scanned for four matras each; in gltakas scanning is for five matras each 
gana or unit and since tala is important, in vaitallyas (raghata.etc.) it is for six matras 
each unit (Baroda N.S. 14 ch). 

1. nibaddham anibaddham tad dv£dha nigaditam budhaih 
baddham dhatubhirangaisca nibaddham abhidhiyate 
alaptir bandhahinatavad anibaddaham itlntam. 

(S.4-4/5) 


raga aiapa is anibaddha. 

2. the compound ‘matranlkamul’is incorporated in 
between ‘padambulunu and talasangatulun’ 

The groups of matras referred to relates itself to padams/ words in terms of matra 
-ganas or number of matras on one hand and on the other, it relates itself to tala 
also, (vide commentary under ver.se 36). 

3. ‘akhyata’ means that which has been said. Applied to language ‘akhyata’ is verb. 
The verbal root with the tense particles of past, present and future, called ‘tih-s 
is called akhyata. Its number and person will be in accordance with the subject 
noun. Here it is enough if it is understood as “ with a certain meaning expressed.” 
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35 


Jill estJ a£30$;3"Si5 SiioerJSSo didioJ^osoj^JS cJi)©[^^d3joSDd5o 3^d5S)J5 

Sii ^diSijj© SPsoAotSI 

JJodSj© JidioJiiJ© S»S5i5JSo?bJ5S cSi:«Sj 

C3 


i^ds ac&dij jiSJSxi 

oJ C^ 

^^t56S:> 3o^C 


€Pi! cpS§ ^o7V>^^ dSb^, "Soj^^^SD 

^T^co^b d^CPo 'SxxiSgS^^^b J^fecSbSSdo cSbCbSo 

eS)S>o-Cb^oiJ’cxx>- tPi:Sd>^b6SJ^^6o e^^tSTP"^ CP^ioo 

«55)S?bo-CS:>^otxo^. 

5PC* e>o7Poo"£:> ^SSdbSPa:. ^)SDo45S5i5o iSPSSdbSSo, ^6Co€Pot33^ 

r 

cSioiSbeo, ^^Jieo, 3iJd53f3S ^J^SSo (symm«iiy) S®& ^SdfcePoti ©Si 

dSoSPeii. 

■^SeoodiSdSo J^^sjodioTt® &otx>o£>. eso'to ^j°€a?b d»C3®eoA® 6ot-X)oa. 
^C5»^;35 d«CJ®aS^ 6^dSo<5® ^diSiidi^oS^ 

CPJS400 c33j©. ;3^eo?b j^d3®^JSj dii«fce» &oiJ»cco. £)d«d5o cSisS 

O 

ejir>zy>S>^. s®S S2S»&dSr»^d3o JS^ cSSjS^JSo Jij»(^o JT»e» ^d3»S^J2o 
e-‘i-5®0 SSa^oa. ^l^diJiodS^o^ CPSiooes’^a e^gs)^C3»SS 16 

JSj-sj^eoo'ti ;i7T®^5 8 SSJ'j^oj 2?ePcco. o^dio en^dJo 9 SSSSX'jiJ 

6p;i^ es(g^5Jico Jis»&di!07P 6oc»©. «£y>oJiogp^;S3ej^gr>d3o ■diP'daS^sp©. 

d^asiJCP^Sj£Pt3 dioS 6odioo, &,2t3go"So .OSo^a dijS^^eo 

6oditoo &r“dl® ^odiSdSbj. 

dii© es'^a •aa'Sjpa ^po^so ©i^od s»oa^^dtp2i.^jS5 gjs^so 

dSi© s^adipso. di>d>j5o^ sajs^a^o cpspadij. 

£n»ao aaagpdi aa© aji/\?3^5P®. a^dpodjdsas ©otpoo. ‘dSoSs 

^cpo^> s'la.eSs’ ©a S)o?i<?T^oajix>. 

saodb^ d3bsajdpao‘S®K> • dsss^ao^ sai^ao 6ip^ ^ga)®cocinP d»ao 
S’© «ng^5oS^ "^(S?!© ei^dJo w-S^O ad^&CP®. 6a»a*dc3So ■PdiP©S^^S§ 

12 dijs ^ao. esap 12 «j§^do 6a^-5®o aa^^a© ssdSp®. sojKjS* 12 
e^co aaa aa^^a© ssoajp £3d35?igd®o3jjp 1 a «!js^a©5* "ao^s^t© ©js^a© 

13 a ©^Cop a^©a. spe» d^cp^ao dsos 6odP©. aaaaa€r®aj 
^t© d^aaoa^oS^ t,gs®opa, &.gt3g©T© asjj^as^upa dsasa adi^Spoaacaj. 

di)S ©^|^a'a©j®;3s ^pa^ssJ s®3»a© Sajoa. 
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verse 35 


Tr.The components of a nibandhapadam, yati, prSsa etc., are being given. Assonant 
letters at the beginning and middle points of all the four lines are yatis (caesura). 
The second letter (of all the four lines) being the same is called prSsa. 

Com: The components of a nibandhapadam are like its limbs. If the text of the 
padam is its body yatis, prSsas are like its limbs that contribute to its fullness, 
symmetry and beauty. 

Nibandhapada is composed in vrtta bandha, i.e. in four lines. A letter, 
assonant with the first letter of each line should occur at the prescribed midpoint 
of the line. This is called yati. Thus these are found in all the four lines. Yati, 
in each line is seperate depending on the first letter of that line. But the point of 
yati is the same in all the four lines. Middle of the line for yati is a general rule. 
If there are 18 mStras for a line, 8 mStras give half its length or quantity. Then 
the first letter of the line and the 9th m2tra or letter of the line should possess 
assonance. In case the number of ganas is taken, similar is the procedure. In some 
places yati may be found a letter after the midpoint or in more than one place. 

‘Yati’ is the resting point for the readers’ tongue. In Sanskrt and Kannada, 
yati is in the form of just a break (caesura) with the word ending there and another 
starting at the next point.In Sanskrt there is pSdantayati too; a word has to end 
at the end of a line and cannot flow into the next line. Pingalacchandas says ‘yatih 
sarvatra pSdSntg sl6kardh£tu vis5satah’. 

The concept of yati is different in Telugu. A break at the yati point is 
not so important as a letter assonant with the first letter of the line occuring there. 
For example 12th letter is the yati-point for ^ardulavikiTdita vrtta. That means any 
word commenced earlier should end at this point and another word start at the 
next point. In Telugu whether a word ends or not at the 12th letter, a letter having 
assonance with the first letter of the line occurs as 13th . Thus it will be observed 
in all the four lines. Even in the composition of a padam yati has to be observed 
at the middle of the line. It can also be observed in more places than one if so 
desired. Yati helps the sonorousness of the song by its assonance. 
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>d5o "SoS® es^iSo ga&Ptt SPe»d»C3»^ 6oOJo5. SS53 

ess sje> cjs^essssa ^oesc^tr^&jsa 5*®d®d3o€f^ 

■3oS®e^5o7r» SS-Dj^ es^iS"^ ‘SoesSSSir'eSS i7»©SS "SoS* ej^Oorp 

CPiju®. s»85^ SPe»d®ty>oSr> 6otoooa. ?5oS^^«So^ gepod 

«#S^ ?^^:p©oS»Oo |ioal SS^oa. e5>otJ»ej. 

(>a &,'l3$on» 5>j3(iSr>^cp>^^rp &otx>o&i. 

c33i>S§ '4ofi. d&S^ s^CSj]© ©stooSo ^o&o4^§ 

&oiS»e. ^pz^o i^QoSo. ©;Sn»,3»^ SSP>(do ^■^or^eo;© t2j^ 

©5®Sr“d d9oSJS-CSij. ^o^Si’Ccs^SS O-O-Jb-'S eo j^^(g^cr»e»7? o^SS-Cbj. cSbS 
i5*cf®“2_~^ oSj, 0-6-^-'3-^ ?b-Ccr'-5'-5^ ©So «iSJ®^^'^ ^©o&o&. 

S25i5il3^S^ ^C3»o® 6otJCioa. ^p4>‘3o53 d«cy>o5j -OSSC ©i!b(^S 

S)e^l?o-c3uo e-gsas. jr>e»d»a»ogr> cJOjtr>oaaai^. 

1. ©js»a sc3»«» ojoilo^iSo -g^iSoa ©asjosj sss^eso dbe^^d ^otjooa. 

(a) ©-W-ffl-S? -(b) ^■g<-8XO-S3ir®-^«5 (c) (d) ©-CbjoS^fD ©S*0^i!)5 

2pw<^S eSb-a» ©5* dba'^^O, sjojSocpSS 6 5* dbaTbifi. (•) :3 h»o^ 
SSSjjOo eSba "35^0 -eaiSoa Sa©n» 6otocioa. *“ ” 

g-SP-«-5b-^ 

-^gs- 

ap iPajgJV 6o^lS. cn»ey 6'3^. 

a-a-a-a 

«S-$-85-^JS 
o3-oS5-os 3- d0-2b 
^-^e»-«Sb-SSM 
eSb-3* 

C-M 

e-® 

fS-es 
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The second letter of the line is called ptSsa. This also is observed in all 
the four lines, ‘prakrista varna vinySsah prSsah’ is the etymology given.lt helps 
beauty and rasa.The second letter in the first line must recur as the second letter 
in the second, third and fourth lines also. So prSsa is one and the same in aU the 
four lines. In Sanskrt such recurrence comes under sabdJSlainkSra. It is called 
anuprasa. PrSsa is the same both in Kannada and Telugu- recurrence of the second 
letter. 


But there is one difference between yati and prasa. In yati the aLsara maitri 
comprehends both the vowels and consonants. In prSsa only the consonant is 
important. That means recurrence of consonant alone is enough though it may be 
conjoined with different vowels. For example, ra-ri-ru-re can occur as prasa letters. 
Yati is possible within the groups of letters shown though the consonant is the 
same in all: ra-r§-rai-rau; ri-if-rr-re-re; ru-ru-ro-r6. 

In pada composition padanta prasa (end of the line prasa) also will be 
there. One way is to observe it at the end of two consecutive lines. It can be 
observed in aU the four Hnes also. 

l.When words beginning with vowels are used the following groups of vowels are 
said to have maitri (friendliness, assonance or rhyming): 

a) a-a-ai-au 

b) i-T-r-r-e-e 

c) u-u-o-6 

d) a and a among vowels have assonance with consonants ‘ya’ and ‘ha’;vowel r 
has assonace with consonant ri 

Assonance among consonants is within the groups shown: 

ka-kha-ga-gha-ksa 

ca-cha-ja-jha-^a-sa-sa-ksa 

ta-tha-da-dha 

ta-tha-da-dha 

pa-pha-ba-bha-va 

mpa-mpha-mba-mbha-ma 

pu-phu-bu-bhu-mu 

ya-ha 

ra-rra(Saka^ r£pha written as taS 

la-la 

na-na 

jfia-na 

These are commoiily used. But there are many special types. 
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2. -CPeoaS) SS^ss&SP 3'l3c®eo'3^. 

(a) 2S^SS^& |d^!S^^£bo&. ^^^iS-Vi^dSi 

(b) ^pSSA diiS^SS'^Ss ^pS&€5S (^S3^ifcoa. 

(c) a-Si., cS-!J, c5-e3, dS-i5, t3j>i5, e>-^S oSj SC^^Oo |^JS3^iS3o6. 

^^SSJ'O* S'^ipex) <j^C<‘&li^. S6C5c355JSr“(©on» ^Sejd^.- 
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2.Though it is said that the recurrence of consonant is enough for prSsa there are 
some special points: 

a) a consonant with vowel r is in pr3sa with the same consonant without vowel 
r. ex:-sukrta-saldya 

b) a consonant conjoined with r£pha is in prasa with the same consonant without 
rSpha. 

c) prSsa is said to exist between the following pairs and groups: 

sa - sa; 
sa - sa; 
na - na; 
da - dha; 
r - ra; 
la - la - da. 

There are many special points here also. The above are given by way of a brief 
introduction only. 
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36 


Sii 0?03JS;3ce3?ti 

■ ^SecSSj’Sj^ ?b£bSJSjT>3«(;cSl(SS3ca)cS' 

^^dSiSSii ^eSot3?l5 

^lAii «y>^[lcSSP>e)»^^^ SSx>^SgoC 

C3o««gO£i3 SS^o-CSj $£5cl;sacS3:o 

'S'S dSoj^Si SSr>5Ji>i^ iT»c«C^esee» 

£5C5€y»a> to>J5>o^cy>c3Si bo. 37 

cr“ii a.g^SSX'i^^ o^isSSS'&ib. SSr*^eo ?bQ 62 §). acLr»5a SST'^ea 

e^iSo. e95SSr*|eJ ge3^?^3^e3boa. (36) 

JSSad «y>«[lc3Si§« S'oSStJ'St «P«o es)^t)&. W0»«o ^56€r>dSjo 

^o^oocSlT'o^ ‘sSj'O’ esS ^oJSo C3s»e»ri» 

JP^ii Soo^ex) €J»<rT.s^ ?beo-a SeoSoftfo^p^oo). 34 

S)S®e» SoJ^ €y®®?50^e&©5 ^S^25 SSiCeP oSJ'^o^Si €P<y®S^ 

Jip’Oj 0:so/\o5tji5o«sbss^e>. 

SST'l^o^ foQio^i^o^io ?lr‘6^ SdS^o ^5o£3So^So ^SoejoOoOoeSS 

(DoJSiSciiS^CPJSo? ?b0:io5ai^o^<i ^epooottS5-Ci>j, SSj’^?tCT®eDoiS 

SS-CSij. ^«y>ej& «soei)d^ ar»^^di). g^g ‘SoeSo Scp^eo 0»«Scp^ 

flsSJl^Spo-cyo©. 

‘eSo (Sfi^dlPo’ is'^ qp&SJ) SSo5 ‘€y“o’ 5go JS©;joa. A<iS ^^jpoo^eo 
(SQd^aoSsjJSoCPco) g^Sjg ‘spo’ aoS'Siii:. e)5r»ja5o^eJ 
(ScJSjo^^ AijS oPa^^^iSjo s»oo S'eoSSejaoifooa. g^Sog ‘cPo’ SSj'^a [So® 
Son® S'oSotJoO'^oa. €P€pal (1) s»oo (2) Sj»eo (3) [Ida (4) e 9 o«o 
(5) [«sj»o (6) es»s (7) go (8) oda (9) da© (10) [S;^do ©a sa 
[aPcaefco^'ajS ©0^03 3S^£3<i2^. "ao^atl 5 S33^^[^eyoo3 "SoS* 5 

©S3a%>^[^cpo3. ©®©sa^o s»«pai soDoaoOoa. 

SoA©o^ g®o©S3 a^s^spal ^go€^ saSo 3^§’'^s®er‘Sl S^eP^So 
6oa. SoA©o^ (1) Sj'jI^S’oo (2) S:pos»oo ©a s»oo ‘SoeSods^eo. 

€ps5o6'6s3oS 3 £-go»altoa e^gtl ~id^ sr»a<5® £-g'6go B«4j»al 

S'tiS®©© ^cao. ©eJ“ot3 (g^SPoS* ■a<[loa Sr*^s®ePoo SDd^aoiJb'S^. 
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verse 36-37 


TR: One matra is called laghu; two matras go under the name of guru; 

three become pluta; half a matra is druta. This is according to Bharata’s school 
(36). 


Measuring the time with tala kriya is called tala. That tala is of two kinds: 
‘marga’ and ‘desi’ , following the traditions of Bharata and others (37). 

Com: These two verses speak about tala. In verse 34 tala is mentioned 

after mentioning matras. Here again matras and tala are taken up for mention as 
componets of nibaddhapadam. 

Can’t we consider this verse which speaks of gurus and laghus as related 
to prosody? No. There may be gurus and laghus or matra-ganas in prosody; but 
druta and pliita have no real place there. So both the verses are to be considered 
related to tala. 

The word ‘tala’ is derived from the root ‘tala pratisthayam’. Because glta, 
nrtta and vadya are enunciated in this it is called tala. It pertains to time factor 
as the time intervals in glta,vadya and nrtta are measured by laghu etc. as also 
by the sasabda and nissabda kriyas. Ten vital factors, called pranas, of tala are 
enumerated: (1) kala (2) marga (3) kriya (4) anga (5) graha (6) jati (7) kala (8) 
laya (9) yati and (10) prastara. They pertain to the various modes of operation 

related to tala. The first five are said to be primary and the second five secondary 
just as in the case of pranas. Here the first verse relates to kala (time factor). 

The time we usally recon in our daily life and the time that comes for 
measurement in music are not the same.In music it is of two kinds (1) suksma 
(subte) and sthula (gross). The time taken by a sharp needle to pierce a lotus 
petal in a pile of hundred such is called a ksana. The following are the units of 
subtle time made up of such ksanas. 
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8 ^£ir®e» 

8 o«5»e» 

8 s»^e» 

8 

2 

2 ^ 5 <fco»^rt»eo 


-1 e£So 

m t 

® 1 ssoa^o 

«t 

m 1 -CS&CP^^tO 
»1 


SjOoSistf a^ 5 »ePe»: 


2 ®;S 5 j& 0 »oj «1 

2 |^€f®e» -1 e)$xi^ 

2 > 1 

3 e$co^eD • 1 

4 -1 s®g^d3o 


S 4 S^o€i^ (^«Jo taSZ^^ti&oSi S^g "SoiSj ^^CPeo 1 

SST'^d «sJj3*Jboa. o$ijSSS 3S^tjdoa. esO*"/^ 2 oJ5i525)e»j SSJ'^p'dS^dSjo, 
?bOoJS; 5 t 3 doa. SSoJ'Soo^iiSSjeo (l) «s>^j^«So ( 2 ) 

(dSoiSo (3) o5co2§) (4) ?b5jJ^ (5) (6) S»gd^d5o «p<»» 

S 5 a.tto 7 ?>e». ?t) 03 , s»gdoC 5 ®e» SS^ «r»<n>oo 

S^lb SPiSoS^^S^). 5 }« 5 ySJ &o'£ £r»C»^ (^tlo, o^ 2 §) 

SSjij'iii asoTPeo Si^oas. S)i 3 l ^^^CPos»e)o, Ka&ea 

^OtJ'OOJ. 


<»o?^o 

^£S>«$o 


1 

2 

4 


?b 5 j 

-=a» 

U 

0 

I 


!5io& s«gd®So C3»2 ^S;^5o d"^ 16 e>orPe» JS^ooa. JT»t3S^ 
JSaJ»i5o aj'iado'S^S' ■;2x»Sad2_. - (^<33CPSS2SS5d <s>on»aS 3 p'^^O'eo. 
?t)S 3 UO. 0 »«o^ yUoaSJ) >J 7 » 0 c 3 ori* (p'^^CPo^ A-CSjOc-CSc^aS 

S‘^5»oo (iJodS^^S^ eT’tt 1 ^p‘^jg^6^S0C5cs s»oo S»d3a). 
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8 ksanas 
8 lavas 
8 kSstas 
8 nimisas 

2 kalSs 
2 caturbhSgas 


- 1 lava. 

- 1 kSsta 

- 1 nimisa 

- 1 kala’ 

- 1 caturbhSga 

- 1 anudruta 


The following are the sthula kala (gross) units. 
2 anudrutas -1 druta 
2 drutas -1 laghu 

2 laghus -1 guru 

3 laghus -1 pluta 

4 laghus -1 kakapada 


Since the verse says half a matra is druta, two drutas make one matra which is 
called laghu; similarly two laghus make a guru; three laghus a pluta. Among the 
above units (1) anudruta (2) druta (3) laghu (4) guru (5) pluta and ( 6 ) kakapada 
are the six that are called sadahgas as the fourth vital element of tala :-‘ahga’. 
Now , talas where guru, pluta and kakapada are used are no longer in use; the 
talas in use today have only three ahgas namely anudruta, druta and laghu. The 
following are the durations of utterance of short letters and their symbols: 


anga 


No.of shortletters 


symbol 


anudruta ^ 

druta 2 

laghu ^ 

If prastsra is done from anudruta to kalapSd. it jdete 16 angas^Ody three o, 
them are shown above with symbols. Drutavirama takes three short letters. Its 
symbol is U O .The laghu that occurs in a tala generally signifies now ^^^e time 
tien to utter four short letters (It is not the time taken to utter one short letter 

as we find it in prosody) 
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KiS S'oCSoo «s>S SS^tsdoa. 

sesQ'l ‘^Icsa’ ttS) ssjj»5*an» 3S^udoa. 37 as 

JJ®4?^ic33j5^ S*oStJ®S’l *eJ«4>’ S^^odS ^S^cidoa. 

‘^Idsj’ (I'osao) ©"^a s¥g^§dsjs s¥^g(ld3i«>s 3oaj cs»e». ^dJba ^©<sr® 
■S^ac&^4J4^7T» Ss^'SdSO'^tJO SSg(§d35. ‘5P>^’ e»o4J®J5J. 

atSS ‘ScSSj^tso Sj^JS® S^g|§<^. ‘[^So’ «9OtJ®03. ^Scoj asotio 

o'otSa a§^g[idi>. 

«<«5®c®e» SJ'e«P<»®ofe ^?^€?®<f»©s ■Sottoes'so. (l) 3-C^ 

&i^t3 (2) ■ur»3J§)to (3) S.t3^0®s^l®S (4) SoS'd^^g (5) - ©'S 

5 «3r»<p®€» 35^83d3. a®ca5a ‘soAiJ Sjggoao’ ^sj ‘soft«ss 

Sjc&^Oo’ ^Sj ibl CP'<?®«» 3S^85d3. SoAaO€J®;i^g5o^ 120 
3s^£3d3. bi2s^ oowj^ges^ «®c^^2§)ao 3S^sa ^oeso -g^cp-s^oSi 

?bQjo53Jj^o5®d «cs®e)5® ^C® SoisPd^a®©^^ e5>on»e» 3S^ud3. 9So?b 

«s^o€r® ipo 2bd§ :3«Sjs®a5eso «JS s®oo€^ 6ods 108 o®<i®o 3S_^ji®ao. 
^afo^JSsou 3a)^S "ttjgSj ajQid-^S “tjCSj <Sc®€» 5J*S3S®aia> 

32>^s o®<!®o "^aa : (1) -SoSjS^jtJ (2) 8S»sj^tj (3) a.^^s (4) 

(5) "aj^ai# (6) ss3€j®« (7) s^^^;^a (8) a« (9) s'oas (10) aa 
(11) a®a (12) n®co (13) a®ag (14) woaseo (15) ej®agac» (16) 
(I'oasa (17) scgscs (18) w>ssooas (19) s© (20) s^spg (21) 
go3»os (22) «8^ (23) ©ea (24) S8« (25) ao« (26) 6Sj®sjoac 
(27) S3asj®«So« (28) ea^ (29) SjI (30) Scoas (31) woasSjl (32) 
Cip>sg (33) ag (34) Sjfi (35) soodijao (36) «s»S»oa (37) go5®« 
(38) ^odij aoaS (39) ?poas^ ('^0) esas3T<03 (41) sot3©SiT*^«j (42) 
(43) e#0 (44) ga^S (45) wcj (46) waST®«^g (47) 

(48) 6^51^0 (49) AajStS <3S:^g (50) at3g (51) <3i)^g (52) ^55 

gos»« (53) Sjrfasj^ gos®<5 (54) spoa gos®«(55) s»s^gos»« (56) So-cr>«> 
(57) (58) S®l© \hd$i (59) aosa^ (60) OS;^ (61) gooesC (62) 

ScS !J®S3 (63) adbg(«C5®0 (64) (65) acs®^ae (66) 5£q5®5 (67) 

6^Sj'&gb (68) €J®o£ir»®c3lr®c3 (®9) ao©2§5 (70) (*^1) 

(72) e9Qg«>g (73) ses_5© (74) gocpaon (75) (76) sai^(5cj®a 

(77) ?3oS'a|la^j (78) ?3os»s®a (79) aoS'Soa (80) ql^s (81) 
(82) soajgs®^ (83) a^coa (84) soa (85) a®d3oE:s (86) so 
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Earlier it has been stated that tala is measurement of time in j^ta, vadya 
ar d nrtta. The mode of measurement is called ‘kriya’. This is enumerated as the 
third vital element of tala among the ten. The 37th verse says the term tala applies 
to measurement of time by talakriya. This ‘kriya ’ (operation of measurement) 
is of two kinds: (1) sasabda kriya and (2) nissabda kriya. Beating of time by beat 
of one hand on the other so as to give out a sound is sasabda kriya. It is called 
‘ghata’ or ‘the stroke’. Snapping one’s fingers is also ‘sa sabda kriya’; It is called 
‘dhruvam’. A mere waving of the hand one way or the other is ‘ nissabda kriya’. 

Talas are of two varieties: ‘marga’ and ‘de^i’ . ‘Natya sastra’ mentions 
five marga talas only: {1) caccatputa (2) cacaputa (3) satpitaputraka (4) sampadve- 
"staka and (Sudjghattaka. San^a Makaran ,da of Narada; SangTta Samaya Sara’ of 
ParSvad£va enumerate 101 talas. San^a Rantnakara gives 120 dSsya talas 
including two created by Samgadgva himself. The angas for these talas are given 
by symbolic letters or ganas comprising gurus and laghus. In Telugu literature 
Palakuriki SOmanatha (13c) has enumerated the names of 108 talas prevalent in 
his time; but some names are different from those given by ancients. The names 
of talas given by Sbmanatha are : 


l.cancuputa. 2.Jacaputa (3) sad^a (4) utputa (5) mbcita (6) sama (7) sattraccheda 
(8) ega (9) bombada (10) e^ (11) hada (12) garu (13)hadaka (14) bandhakarana 
(15) badakarana (16) krauncapada (17) sarakarana (18) asthanamandapa(19)phala 
(20)cakravaka(21)kalaharpsa (22)arya (23) lalita (24) sarala(25)virala (26)uma- 
-mandira (27)mattamatanga (28)rathya (29)matthe (30) mudava (31) bandhama- 
cthe (32)rQpaka (33)6ka (34)ma(to (35) khanditatara (36)avakhanda (37)kankala 
(38)khandita candaki (39)khanda varna (40) avighurnita (41) kutilaghurnita 
(42)gosthi (43)ama (44) kaccana (45)Sna (46)adimatrka (47)taraksnaputri{48)u- 
dv1ksana(49)uccavati yaks5lika (50) catika (51)yastika (52) purva kamka|a(53)ma- 
nimi^rakankala (54) khandakankala (55) kavya kankala(56)pancali (57)bhinnaka 
(58)k6kilapriya {59)niravadya (60)ranna (61)kunjara (62)phaniraja (63)caturasra> 

dhara (64)krtyaccha (65)vidyadhara (66,)raktadhara (67)attamam5ru (68)^^^^^^^^ 
yana (69)malapu (70)utphullika (71)matafiga (72)ardhakalika (73)saraswati 
(74)kanthabharana (75)mL (76)sammisra ( 77 )simhavikndita (7^^^^^^^ 

-da (79)simhananda (80)laksmTstana (81)mukta (82)panca 
(84) panca (85)cayana (86) pari (87)prasakta (88)khura (89)visarakhura (9 )u 
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(87) isss (88) 3«is (89) (90) 6£e (91) So^tpcs (92) a»a« 

(93) WSsr'spo (94) «agos»o (95) (96) foooQ (97) 

g (98) WEST'S ,spo£s 5 (99) ogSO (100) (101) cxJSj 

(102) (103) ©igcsdlrw (104) (105) wa:s>1 (106) 

sc (107) (108) esolbSsI (Soa«?»cr»a^ -aSl^ - (SgOeso) 

■fitii 3©!bsr> OP«n>© S^iir»So 3€)c33bCPaj. ^3ns5)Sjo5 €5»<7 ®o5* 

SoSacS 55**5 epoT^'eo 3eoSoi*S-CS3j. 

e^c> cr*66cJS5 rs»So£^ "Sao |Sa*eo€i^ 6Sjj^ oo<"e» ^JSo. J5®t3 "^Si, 
©oTWjj ^Soa 


tp>tia Sitis «o g,o?. 

(1) (^5S<r»Co 1011 

(2) S5«^ 101 

(3) a7«sg 01 

(4) oo"a luo 

( 5 ) 100 

(6) «t3 1100 

(7) JDS I 


0 »C*e» ^ao5* "SoiSo 6s®e». '3oay’goJ>^ ajj^So'^ 

^ao a&oa. ©}(% Toaon* 9o&'% ^oaero s^oa. «oa 

a<fo6^«»«>a5 scJj^ *s*® a^oa. oaassjjso -a<sao7?> oeosas ar«oj 

tJo5* «*a 5 0 S»©‘ 2 ^ 7 0 *in>a> 7 X 5 = 35 Os»oj woos'S . Soa€) 5 coJ§)o 
aso^cs. *”*“ *" 

cSySa ■ aoos aj^co naiSo 

(0^(5 ©aaiSg) 3 «(S^C5*C0 3/4 l3 ar«0l&!b 2^3Sto aoo*© 

0050(5 4 «(g^cp«» 1 l4 ao^r®© 

as^ ©asiSg) (3+4) = 7 «^D*e» 13/4 1^ aOvT*© 

«>oa *5ax>J5) b 5 t((|^o*co 11/4 l5 4(^fe aocp© 

Sol^ ©a»«S) (844) = 9 «(S^cr»eo 2 1/4 1^ aTVSlMb 8(J&^ aocr»© 
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(91 IpancabSna (92)harina (93)inay2khana (94)5dikankaria (95)khanjara (96)catu- 
raka khanjara (97)krsnakhanjara (98)asamana khanjara (99)lakkhavati (100) 
dhruva (lOi) laya (l62)tanubhadra (103)lakkhanayana {104)vilambita (105)adi- 
matthe (106) vali (107) dhruvamatthe (108) jampe matthe .(Panditaradhaya 
caritra-parvata prakarana). 

Though the names are known their forms are not known. The angas of 
those that correspond with the more ancient ones can perhaps be known . 

In south Indian music there are seven talas in use today. Their names 
and angas are given below. 


Name of tala 

angas 

1 .Dhruva 

1011 

2.Mathya 

101 

3.Ri^aka 

01 

4.Jaihpe 

lUO 

S.Triputa 

100 

6.Ata 

1100 

7JEka 

1 


Talas are generally of. two kjinds depending on the value given to laghu. 
If the value is 3 short letters it is tryasra. If the value is 4 short letters it is caturaka. 
Other varieties arise out of these two. If tryasra and catura.sra are mixed we have 
a mi^ra jati laghu whose value is 7 short letters. If tryasra is added on to this misra 
and cut into two (7+3=10/2=5) we get a khanda jati laghu with the value of 5 
short letters. If a catura^ra laghu is added on to the khanda laghu we get what 
is called a sanklrna laghu with 5+4=9 short letters. By changing the value of laghu 
thus the above shown seven talas multiply themselves into 7x5=35 varieties. The 
details of the type of laghus are given below. 


Name of laghu 

Value in no 
letters (short) 

matras 

symbol 

counting 

1. trya’sra laghu 

3 

3/4 

1^ 

1 beat and 
count 2 fingers 

2.catura^ra laghu 

4 

1 

1^ 

1 beat count 

3 fingers 

3.mika laghu (3+4) 

7 

1V4 

1’ 

1 beat and 
count 6 fingers 

4. Khanda laghu 
(7+3/2) 

5 

1V4 

1' 

1 beat and 
count 4 fingers 

5. sanklrna laghu (5+4) 

9 

2‘/4 

1® 

1 beat and 
count 8 fingers 
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0P«o |ld3}e» SPO" J5 p 0^« i^dSoS* 'Sodki 

0S»«». ^5i^|3c5S3S» SSr»^tfo S}^2S 3S^ttiS5«fc^^. 

SgaiSdS;: j^SSo. 3^e(^^otMrs» au^Tl<3S3^tx5 tcy> 

ftkSSogiOO* 

^¥g|lcSS:>€x>: 

(1) is©;jc8 : ;3d» ,Ddssj2.%^^ saeoo 

(2) diS^ xJ«a goa3:§)a& aacoo 

(3) : «sC5coo ^SodSgi asgoO dcoacPdSiO 

(4) sagiso : ©5*a339) 3'>a^ 3e»5©5 aaouo 

(5) ji^o : eso» aaoada (^ai aji&^sto 

(6) a«pg : 3(Sa ;a§ aasio 

(7) ao«j : ^2 aaaa (2oa2 gas^to 


«»aj(^«r»a2 (^agao^ a^gjlcJSs s^cr*©. ^^€P>a2 i^agaj^ a?fg(SdSj, 
ajwd s^^oi^dSi jy>c»©. «)ot5 su'&'&fi Siisj^o dfia 3a2^ aao'©. 
5?© .3od^ir>o s«©o t»i^iS}o&. Z) 0 S a5jjj§)g3 l^agao'S a«g( 5 c 5 S 3 , 

ag^g^§<js> iPc»©. ajjodsj aptf’Sa wias^o ©i3-§a rfi -aijaoiA* 
w oasjjs»a§ 3§^o-cp©. 


!5i>coa5o®a5 352 a^oaovPCoS* ®oos®cf®e» gpd^spiSo. 

bt3>aa a© a^^ao €r»«^ao go>?t>o»cco. 6c5»3»ocj& i^a<Pir>a2 1011 

(oa^s^), [^«sa» o$i3^ oa»a)) &o4;^a ©ajj^) -isoboi^sr© ©a^^a) 

©asS'o'ts te^dSo o»a2 10 eja^©5* - ” 

aa«a3 / «a / aa^a / aa«aj. 


(oaija>) ((&«so) (©a»a>) (oJ&Ma>) 

©■S a^aao^pao^* (>aoi?o iotxoa. 5'©,>oao5^ 5 wacpe» aj©©o 
^ 5 «a^o, ir©^oao€r« a^a^^oo. ^>aoao. 

^©^o^ aoa^co5 aga^ao. 5«©»oao ©aa waa©^ ©aa o^d' aao 
A<^oa. a^^oao ©aa «;^o ©aa a>a^ago 6o^oa. 5 »©^oa;^ a“o 
ia>cp©3 igao€r«a5 a^a^oa^S) aj0(5>cpe» ©as^ans igajofi4 

0«<»«^CP©2 6oujoa. ^ 
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The sasabda and nissabda kriyas in tala also are of two kinds: 

marga kriyas and de^yakriyas Only dSsya kriyas are described below; 

Sasabda kriya: It is called dhruvaka: A beat with the right palm on the left causing 
sound or snapping one’s fingers similarly. 

nissabda kriyas: 


1. sarpini: waving the palm to the left 

2. krsya: waving the palm in the left to the right 

3. padmini: turning the palm downwards and stretching the hand 

4. visarjita: palm facing downwards is waved outwards 

5. viksipta:bending the fingers of the hand so waved 
b.pataka : waving the hand upwards. 

T.patita: bringing .the hand downwards so waved 


In tala, an anudruta is counted by the sa^abdakriya called dhruvaka; for 
a druta it is a sasabda kriya dhruvaka and nissabda kriya called visarjita. It means 
a beat and then waving the palm backwards. It is equal to a duration of 2 short 
letters . For a laghu, sasabda kriya dhruvaka and nissabda kriya viksipta are used. 
That means a beat first and then counting the fingers starting with the small finger 
and one less than the value of laghu. { The beat itself counts for one letter) 

Purandaradasa is said to have composed alamk5ras for all the 35 varieties 
of talas with svara sancara. Practising these is said give svarajnana and talajfiana 
to the student.For example dhruva tala has the angas 1011 (laghu, druta,laghu and 
laghu). Suppose the laghu belongs to caturasrajati then the alamkara will start with 


sa ri ga ma / ga ri/ sa ri ga ri/sa ri ga ma 
(laghu) (druta) (laghu) (laghu) 
and wiU have 10 rounds or avartas. 

The entire svarasancara can be written down based on the following 
principles: The first half and second half wiU have equal number of avartas i.e. 
^ and 5 in the present case. The first half starts with madhyasthayi sadjasvara 
and the second half starts with tarasthayai .sadjasvara. The last round of the first 
half win have tara.sadja; similarly the last round of the second half wUl have 
madhyasadja. The svaraprastara in the first half will be in ascending note (arShana 
) and that of the second half wiU be in descending note (avarShana krama). Each 
tala letter wiU be represented by one svara. 
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1. (^og5®eo QOoCT’Hi. 

(a) or»^5i i^cj^S&SsS - dosyJ^S" JSO?S»^l35S:>:3®^ ^(^SPd ^-CSoOcs 

(13)(1950) 

(b) cr97?»€r>^Oo«r»SS5e? - JlssCj^'a^otS’ LScSSjoo^ ^15 ^’ 

JSij(a®S5 ?56S L xxxxI - (1952) 

2. es^Sj^^OPS)'^ Sa^SSso, SS^ots^, ©S^o, ©iSo^JsSo ©“^ ^Cbs»c® 
iaSj€PS§ SSectoo, aoiS^go, 5«^SS.o, ©§SSJ-J« ©St.&. O5^^so" g«, 

oSJ^^ €£>^ 

3. &>& {'\Pl$, iiik>t5\^S>) 55Ji)JSOo-a <T6«o ^Sjofi). SCP^ 

i3ifo0|^a ?^^fco^^SOo-S fcJc51n’K«fcoS3 sj»?botT»d3o^ 

do-CStoo S>SJ»es'&. £>«©^ 5 c3j SS^^eo J5eSo>car» §*3^ &C3»3'i5E9€» 

SJ'OoSeaJSoi&iS^S. 

(1) Xfi (3 ^SP>^«o «cy»ex)) - JSi«oO, SOlotS, SoiavT»SSjeo 

jSTj^tr®. 

(2) -CS^Jbei? «0 (4 SSr*(do Kcy>e») - 5®esg0, 5®40go, (»3»0 ct g©0, 

SS5cJ?1c»^gCo» SSt'SS), JSC^eso, (^o-CSSiSo, gS)cr»8sS0^tSdo SS^^o®. 

(3) s)oa«fi (5 SSr»(«o «cre») - (^je5, JS^cSSa7*eo, 

^b»o« 0cSir*«Jo, aes^sp^o, €)dS>(?r»SP, o<3S5S«7»©, 6X3533*6,'^SS50«<?a33®(^, 
ttottSo a7?cn»03 


(4) aa(««® (7 aj»(«o xcj»e») - «oo, a3«§*S© stj^cp 

6«2» ^CPco c53:t|^A»3’^ S’ttaiSsiPcco. ©i^ePco 5Pt3S aossofto-Da o»<iPeo 
50 ZtS^o (§oa ^d53^e3i53a3. 
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1 .In Telugu, Poluri GSvindakavi has written the following two treatises on t3la: 

(a) T2la Dasa PrSna Pradipika-published by Tanjore Saraswati Mahal Library. 
S.No.13 (1950) 

(b) Raga Tala Cintamani published by Government Oriental Mss. Library, Ma¬ 
dras-5. Series Lxxxxl (1952) 


2 . a. anudruta is also variously called virama, vyanjana, avyakta and anunasika. 

b. druta is also variously called valayam, binduka, vydma and ardhamatra. 

c. laghu is also variously called kala, hrasva, sarala and matra 


3.Depending on the jati of laghu the tala varies considerably. It is natural that 
certain vrttas are considered suitable for tryasra, caturasra etc. gati-s. Some 
examples are given below. 

1. tryaka gati (ganas with 3 matras) Sugandhi, Vicikilita, Pancacamaram 

etc. 

2. caturaka gati (ganas with 4 matras) T6daka, TOtaka, Praharanakalita, 

Manigananikara, Vidyunmala, Ma- 
*nini, Sarasija, Krauncapada, Kavi- 
rajavirajita. etc.; 


3. khandagati (ganas with 5 matras) Sragvini, Tvaritagati, Vanamayura, Bhuja- 

mgaprayata, Padmanabha, Layagrahi, Lai- 
yavibhati, Layahari, Mangalamahasri 1 
Dandaka etc., 

4. mikagati (ganas with 7 matras) Tarala, Mattakdkila etc. 

Different kinds of ragaijas are used in yaksagSnas... Those varieties 
and their talas will be given under verse 50. 
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Su SSisodSi SiSotWoSSi SJSdSj^Soas^iS dSjsy»oiSOSCSoe»o& 

iJ^SSjojjj ScJSs^S cJSi^oS 

i(ii 'Sjifiojcy^a'JSaJ, ‘SottiS 

csssa ‘Sjii’sssji, a^&dssssjns ssso'i 

«as^ dsja dsjotjc, jsj' *“ 

dba.;p^«o(ai a«(a<5®C3e»SS'oeSi5‘ 38 

€Piia:)OoaL> Stjoa SasSilS CPJOS ejSSdSsaP'SJS 2)<5!Sa»e)S5 ■&Cbi)So'i> 

sao ss^a 6c5^s3*o, "SoS^a^sc^ a^a "tSo^so, ssjx“5®a (^jso, 

wStoao a^^a «so«jeo, «5’*oo'^ aaorf* a^^a acojas^sj^a w'^'&ojS* 

ejoaofP aoOiJoa. 

sp»^iatoasa»a5 eso?v»3a dSid(p^»oaj «r>c»a^ ?tp>dja®s scpa§ esacassr* 
3a j?'n»e)& tioaj 26 sa^o3^ gp>6^aan»&j^ 

?6co?v aojoa wgpca^aso moocotp a®ja ;^ooo»aj (aoaao^©j) c!o«fc 

s§)oj7P 3d»^aj. esg^a ar»aon» ^ocpa2 cp«&s^oa5 3"^ 

^A»oSj 3§;^^^ao. 

s}^a e-g eso?Jo xajao'j®©. aa«&cr»a2 ssjauoao ©"Sa (aoaso^) 
s-^'logo® esoa^^d o®tSjJ§)5P'n» e-gjj.'ti esasS^CPaj. ?6a»S)l s®gcj»3a 
aa7»a> zp^ihi^ex) «s)a'S'6j3an> 

e^oo iPt33^ >aj»a^o, J^eooao ©aada aoaaj^ «9gj^a ^SSpa^o 

©a es^aoaao^^^ sa«6c'a5 aaj^q®<ijbs®sa axpaj aocp3sp aotpcjsja 
ikSj'o-cp©. «&«o [Sc5=4fcg'^tx??>';3 aaj^ ^scptfcga5';;3«pa<^ &as®o»ao. 

o®ifcs^oa 3S;^i:a aj:^3<a3^^ aoa(«oa2^ 

■= A _» 

(Xoas^ saos^a esipo^jcan^ogo (aa«r»?T“osj) ssi^as. (1) ac^sj*© 
(2) "Sj^pso ( 3) (4) «»o«g (5) w^Ko. aoAa C€P^goo S)t3a 

a»ifo^e»?p aSi^ sadoaa ^s^as: 
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Verse 38 

Tr; The Pallavi appropriate to the component individual words of the 

aforesaid nibandhapadam is being given. That which comes at the starting of the 
padam is ‘udgrSha’; at the second stage ‘mSlSpa’; at the third ‘dhruva’; next comes 
‘antara’ and after that, lastely, comes the beautififul ‘3bh6ga’ with mudra. 

Com. After speaking about yati, prSsa and tala as the limbs of nibaddhapadam, 
the author proceeds to say about the ‘pallavi’ appropriate to the component 
individual words of padam. In verse 26 the author, viewing the text of the 
composed sbng as its grossbody, spoke of the vrttabandhas ( the prosodical 
movements ) supporting the composition as dhatus; while he gave the dhatus for 
the body of the song there, here he is giving ‘pallavi’, suitable for the individual 
parts. 


Here we have to take note of a point. The body of a song is in a single 
vrttabandha or chandas. Bus that does not mean the dhatu also is one. Vata, pitta 
and §lssma these three dhatus are given as causes for the human grossbody. Though 
the three are different the dhatutva (being in the nature of humour) is the common 
factor. Similarly the prosodical iimer movement called vrttabandha is the common 
factor in the padam. There will be at least three caranas (vith three different dhatus 
constituting the body of a padam. Just as the physical body is said to have been 
constituted by three dhatus the body of a padam also is considered to have been 
constituted by three dhatus. This idea underlies the whole thinking. The author is 
mentioning the five dhatus, udgraha etc., mentioned in works like S. R. 

Those that are called dhatus of a padam by the author are (1) udgraha 
(2) meiapa (3) dhruva (4) antara and (51 ’ShhOga. g. R. deals with them in the 
following ^lokas: 
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“(S83oC5»SSc33o 5® C5®«S58 S) i2«Sbi::pacix»25^S« 

6c^S> 8 |S<55SSi ^\Q «35® "SjePSg ii 

^^po-CS jgSSj'» yj5^ g)d5igj.'tr> 

6c^S° 8 ^S5S'3lr' ^5* 'Soe^’Sgs « 

(^SSs SSoaSs 

^^Sjo^n'OeS'S S'S^ O^efcOS®^ II 

53®ftS25«g^ro ^3* o®Ccy> cg«S5*di>q5o m 

SDSS"^^ 0£:o$Si^ C5®'iS5®'S5J=t5»CC5®^ 

e#(^ ■&CPSS» ^^TT* ;3 j5'S0«o g^-a<§’g^-a^”ii 

(^oA. Car>^. 4-7/ll) 

^o^iese«y»^ga®;3^iSj?56o-a gj’S &c^3»o "aixiestSe), ■^o'Sg 

■ -assda. (^5T»$^A»o SSi(5^S)0^o5£j'Sa ©otJC. 5t3^ 6!::^S>o eff'^G) 
&^SjQSio^. ‘<D&§®^o’ es'^ .6otxoa. 2;3jglS ‘6n«^S>o’ 

esi^oj^Cb, ■^eSoSSj^So ?t» Se»gSS-;3jj. %o^6o 

(goSJSo) ^3^oS "305*6 ■&ePS2o esooioS. [^SSeS^o - esoSA® SoStt 

SSo^S 1^6. ‘ej^^Ks SO^CSJ®’ es"^ egiO^^SoSSo^S 2>n»^)§ 
s®SS5o) 6)o5* 6^o6 nii:>S z)S) SSojAoSJ) ©6 es6(^cii>o. l)tM* 

esoeJS, '&e3®o3s®eo es06°^o^ 3^^®, ^epoiSC’ 69^56 ^oAI^P’S ^S£9O0®e)S 
Salto'S 6ooe, 0dSi3oS, epogej®©, a®^g, £)g0®& jSsjoq5®o"l 

302oftJorr®;Sp, ep^ d^Sj^S'cso iSdSiOo^eS [^oJ®6 0£:oC5®^gjr®5 

^p^-b^3oe» 3^5 ‘epotSQ’ ;So a0^oa®5* epgj^S SSj’^^'So a6^o3263p^;56, 
JSio0®di>^ «poi53 g^£35oi5*oa«JSpg SSioCPdSi^ ^cSSiSSai^^sa, i^SP0eoo6o^ 
giSejtttoo^dl) ^^g ©g^5 ^c35ptr®6^ 3«o:5oS*o3®oo4jr® g®^46o^ 

^ohiS^^ («oq7>^ ‘SoSSSSxi’ ep;523g^ -&<^«0(SSo^ ‘5»oa’ ep^Swdoa. 
■^2&3SS3^o&r®5 *6oS’ ep"^ epotoo^^SSpp. epcco"^ ^i^[^o35®^ 
ctst^'^JSj S??®^i:®a®«oA®^ 3S^ej5;5 ep"j5 CP^ogjrec® z-gtS&oa. n»6l 

?io£Jo6o^dSp. 
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‘Prabandhavavav5 dhStuh sa caturdhanirupitah 
udgrShah prathamastatra tal5 m5lapakadhruvau 
abhSgasceti tesSm ca b:amclllaksm2bhidadhmah6 
udgrahah prathamGbhSga stat5 m^lSpakah smitah 
dhruvatvScca dhruvah pasc2d2bh5gastvantim5 matah 
dhruvabhSgantarS jSto dh2turany5 ntarabhidhah 
sa tu sSlaga suc^stha rupakSsvSva dr§yatS 
vStapitta kapha d6ha dharanaddhatavC yadha 
evam prabandhasya dhatavS dehadharanat 
tatra mSlapakabhSgau na bhavStam kvacit kvacit. 


(S.R.4-7/11) 


According to S.R. too udgraha is the first; next come the two, mSlapaka and dhruva; 
abh5ga is the last; that which is woven between dhruva and abhdga is antara. Among 
these, udgraha is a meaningful name. Baecause there is taking up of the padam 
(starting /commencing) it is called ‘udgraha’.Because ‘udgraha and dhruva are 
made to join together the second is termed mSlapaka . The third is called dhruva 
because of its stability. Since abhoga means completeness, the last part which 
concludes the song called abh5ga. Among these mSlapaka and antara are not so 
important. The fourth called antara occurs only in salaga sudaprabandhas-namely 
dhruva, mantha, pratimantha,nissaruka,ankatala, rasaka and ekatalT prabandhas. 
As the text says ‘drsyat6’(is seen),commentator KaUinatha says that even among 
these antara can be woven only where ancients have done it. He clinches the issue 
saying since it is seen in mantha etc. it can be done in them and since it is not 
seen in dhruva prabandha it should not be done there. 


What is called pallavam (tender leaf) in musical treatises is Called pallavi 
in this work; of course we are also calling it pallavi today. But there is also a rSga 
called ‘pallavi’ among the d6si-ragas well known in olden days, (a vibhSsa rSga 
).This has nothing to do with the ‘pallavi’ we are dealing with. 
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seso ^ O&ad «Pn»oSa «s>^S (aj7>J3on» 

S^OaocJoOico. J)«7®a A«# ^SooCPoSi 32^6:AS't3 tSo(fesj»d5^'^S S)e9&) &;S^ 

SSiSSoa SoScOSPeS^'^SS SSo««PC5»^S3S (SwiS^S), jptt^^SeoocpoSj 0®«&> 

S^PCJo 6oa. siS S> 2 Sr«SP «0 5»^s»s SScp^ Sjep 6otT»co>- 

jS&300°cio S)E3-l5e»tS^ g^dS^j^taoi^o 


1. 6C^S5*o 1. a>C5c3 (14) 1. «>3*^ 

2. ■^«»a2o 2. SCO (5) 2. 

3. i^ss 3. «#sg (5) 3. «>o«SC 

4. ^oHQ 4. S^oes^S (10) 4. ^tr-oiSQ 

5. e$^«o 5- 


(oSoSS^JSCbSS^ SooJSts^o-OiS ©o'§eo edSPiPS wotSiJ JSJ'O^caa.) 


A«S^Sood5o^ C!®«fc2§)eJ5 T^cJSP’O'PSI 3oQ^ SdJ^JSio^a'S S^CPoa. 5c3JSot3 
iJo(&«Pd5^^ s}2:) SJ'dJ ([Sai*i5o) JSo £P~R ■Sc»ar»d3^o 

5^35 cr>«a54)®^ Se^o-uPoS -^iPJSa -^0»tSbJ§)O& 

(Sao«o d«0»desono SStadSdSj. S6;iJ53«)<5^ S^CSO-att'S: d^ifogo^^o 

epa □S^SSCSaj. qa d»a«e)JPOoaOo ^ScSSj^oSSS’da. -Pj^o C3g^n» 3©?5 &iSs 
jJSJSOSaSi^ iS Sg^oaOi^ 6CPa*5c9So «P<5>2gPO 

CP«‘3So^a ‘iSPiSb’ 5’0i5'|a5»a ‘c5»«Sb2^’ ^0§;5t«S»dSi. 

tJoSa cr»«S'^«o SSr»(«'3&j 6oa,* e-g^t3'3oSo5*o ap<?S'|«o5P'CP ^iSj. 
tpn»©‘^05 3®5ijp w»dS7®dPA»e^j e#^P2S> 0«r> ^'SspS^ SOdSadSa. 

g^jg SPtSa 8.g€P«J»S5 (Sp^oO SjdJo "aciSi^o aao«?os»dSa. esodSo^^fS 

ddbiSa© ©d3bS« 'SS^^SJio SPdSo SoA©;5»Jj*€P^^ wSdajS JPd^S© £)S’S^O 
t3§^ was S0^?3*oa3pdi). iPT^dSaPdiaSS tpdfo ap«fcS§)o> ^odSogPOjSoS^ 

■SCi^&odP®. iP'S^a ‘sSPifo’j^dSa’^a "^odip gvPdSj^OoPS^odi);^ 

©13 v>iSiii ‘6j?d^fe»0’ ?fgo5* Sa^odPdia. ©aacjod^ ‘eod3JS*d3’p jspaoa. 
‘pdSa6xSSaS®d3’ »^a g'oaeSa Pe3“^ao€l* SPT^dSaS'dSaeoP AodS S»0£T>a 
aci>a6 spa ©ooaoa. 

dSCSSeP'^ So^l© CdSaSPa ggj^CP 

^©^03^05 S^oadSa; dSad^-CPj^eo^eo S^oadSa. SdSC-CSS^ oao «p'^d3as»d3aS 
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The dhatus that are mentioned as appropriate ‘paUavi’ for the individual 
words of the padam pertain to the svaras or musical notes. Just as they are enjoined 
in the case of gitaprabandhas they are enjoined to the stringed instrument vTna 
and following it, to the wind-instrument flute, as also the vadya-prabandhas. The 

following are the names of dhatus in various branches: (These should not be taken 
to be one to one equivalents. Merely the technical terms are presented.) 


gitaprabandhas 


vTna/v5nu 


Vadyaprabandhas 


1. udgraha 

2 . meiapaka 
S.dhruva 

4. antara 

5. abhSga 


1. vistaraja(14) 

2. karana(5) 

3. aviddha(5) 

4. vyafijana(10) 


1 .laharl 

2 . yeduppu 

3. antara 

4. upantara 

5. muktayi 


Numbers in the middle row indicate subdivisions under each general head. 


In a gitaprabandha these dhatus are the musical notes, sa, ri, ga,ma,paj 
,dha,ni pertaining to the musical element. In a stringed instrument like vTna these 
are the svaras born from twanging or plucking the strings. SangTta sa.stra says that 
dhatus should be created on flute also as is done on vTna. 


Today we do not generally hear about these dhatus. It is the writing down 
of the notation in terms of musical notes that may be called dhatu kalpana. Not 
all those that sing can do it. It is something that can be done only by a few who 
are well-versed in musicology and talented. For example though the sanklrtan 
compositions of TaUapaka poets are a available on the copper plates it is only 
the matu (libretto ) that is available and not the dhatu (music ). Those copper plates 
contain only the names of the ragas; even tala is not given except in one or two 
places. Though the names of the ragas are known, we do not know how those 
ragas were sung those days. So it is not an easy thing to set them to a tala and 
the given raga. It is because of this kind of difficulty that the T.T.D5vasthanam 
authorities got only some of them set to music by scholars in music and literature. 
A va^gyakara (music composer ) must be skilled in composing both the dhatu 
and matu. Becuase he is able to compose the words of text that is matu and the 
music that is dhatu he is called ‘ubhayakara’ (one who~does both). This compound 
has degenerated into ‘bayakara’. For those who were appointed in royal courts 
as music composers ‘raya-bayakara’ became a title . 

Like literature, composition of music is a great art of sculptural beauty. 
Agaiiu^s in literature, here also some are conscious artists; some unconscious 
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artists. It is a general rule that the composition of a padam should contain the 
‘mudra’ of the composer at the end . We know that the lines of krtis of TySgaraja 
have the insignia, ‘tyagar3januta’. But exceptions are not wanting to this rule. The 
sankirtans of Tallapaka poets have no ‘mudra’ of their names. In a composition 
where there is mudra it can be any one of istadevata mudra, acaryamudra, ks£tra 
mudra, prabhumudra etc. Similarly if the names of the raga and tala are 
incorporated in the text of the song it is raga-tala mudra; if only raga’s name is 
incorporated it is raga mudra . The utility of this is that if the raga and tala are 
those that are in use and wellknown, they can be known easily. 

Among the trinity of karnatic music, Muthuswamy Diksitar is a conscious 
artist; among his compositions those withput mudra are rare. Syamasastry and 
Tyagaraja are unconscious artists. In the well-known krti of Diksitar Vatapiganapa- 
tim bhajg’ composed in Hamsadhvani raga and Aditala the raga-mudra is found 
at the end as ‘hamsadhvani bhdsita heraipbam’. In Syama.sastry’s krti ‘himadrisutS 
patumam paradevate’ composed in kalyani raga and Rupaka tala the raga mudra 
‘karimukhakumarajanani katyayani kalyani’ is there in the last line. Tyagaraja’s 
krti ‘mbhanarama’ is in mohana-raga. Among the Harikatha composers there are 
some who have given ragamudra and some cithers who have given raga-tala mudra, 
This method is limited to giving the names of either raga or tala of both. The other 
details are to be brought from elsewhere. In contradi-stinction to this, there is 
also the method of incorporating the muscial notes themselves like sa , ri, ga, ma 
in the compostion of the padam. 

Padams ,krtis , kirtan s and sanklrtanas are conglomerations of dhatu 
and matu. Matu is the compostion of meaningul words; dhatu is the compo.stion 
of svaras which means it is limited to the • seven musical notes , sa-ri-ga-ma-pa- 
-dha-ni. If these svara-lettersare made to be common to both the compositions 
of dhatu and matu then they are called svaraksara-s. Such a musical compostion 
is called ‘svarartha prabandha or ‘svaraksara prabandha’ in classical treatises on 
music . S. R. gives its laksana thus; 

“yatra svaraksarair£va vanchito ‘rth6’ bhidhlyatS 
sa svarartho dvidha .suddho mi.<rastaihssuddhamisritaih” 

(S.R.4-222 si) 


In literature it is given the caption ‘sarigamapadhanisalu’. 

In Telugu, Vinnakota Peddana in his K.A.C. (written between 1402.AD and 1407 
AD ) gives the following verse under the caption cited above: 
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Soil 

S)7bd SSX»i5»a «OSS> bS>Qr?>6 
S)J507^ aJISST'KSSj 
fr®^JSj03^o ss&)S^&ej 

S)04^ §*©SSar®J^d^cy>e« ^^CPtg^cPex). ©cojSP fcjSST'OoSi esOo 6oa. 

^€:r>ot3 ^gCiJ®Son®So ft)7®'£l«SClP“So7^& 
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S^crog^e 0 t 35 ©SJjifooa. 2>^cr®^a®og) S!e7*6otJ®co3. 30X55*05 

oD ©■C55 j^&P‘& 37», £»^55^'^3P gs^o&^iSs. 

0 - 

« - 

S5o - SS:> 

^ 

iS - ^,ei5,e5,55 

^jsaQ5Cj®f, a*sS5^^a59S,S', a5o^a*;S5^iS5o «jo|& ©cco^s cpjsoiJro^ii) 
fe^l^iSbos, - 3io:§)fc3l ^S^5e^o5. ©<55S&)^ sP>oSS55gl»g^^A»S ‘&«0SS5«S’ 

s^cp^oiSo^tS 3s^e3Aoa. €ri^«cn>83», e3;3^ 3»^a*tg^ce3is 

«iJ*-S)ftS 331^^35^. 0®^?5d3i5^ ©eS^tJoJ*aJ’3) D*?5o - ©&4J*45o©^ 

5<r»6^;3 ‘v^cpsair^dsaj’ sg^s 0 ^ 05 :^’ ©■;5l^;5®^ - 

S d3^ dS ^ a $22 A* 6 S 6 3o d® 
o*;s5> dsaT»‘^gj3>j®o5-;^ 
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ns sari pani nl sari dhani 
nl sari m5dh3ri garima nT sarigSrl 
nl sari gS nigamSgama 
g6 sSrulunun jalukya kula visvgsS” 


The first three lines of the verse have svarSksaras; they are meaningful. 

■ groups of svarSksaras can be present in padams or songs both 

m toeir pure fo^ as weU as an indicative form. If sa ri ga ma pa dha ni occur 
as they are with the same vowel combination they make for suddha svarSksara 
samputi. If there is only rough indication of the consonant alone it is ‘sucitasvara- 
xsara compostiion. The indications for svaras are given below.Either the duplica¬ 
tion ot the consonant or its combination with any other vowel does not matter- 


sa-ca,cha, ja, jha, sa, sa, sa 
ri-ra, ra (with triU) 
ga,ka,.kha, ga^gha 
ma,ma 

pa,pa, pha, ba, bha 
dha,ta, tha,da,dha 
ni,na,na 


SwSti Tirunal, Ramaswamy Sivan, Ramaswamy Dtksitar (father of Subba- 
rSma Diksita) are weU known for their svarSksara samputi-s. Among the moderners 
BSlamuralikrsna’s ‘nl garima gani’aisvarSksafasamputicomposition is worth mentio- 
nmg. One can say the svarSksara composition inTySgarSja’s and SySmasSstry’s krtis 
is only in the indicative mode. In TySgarSja’s krti‘srIrSmap3dama nlkipa calune’ 
composed m AmrtavShini rSga-Adi tSla the following svarSksra composition can be 
seen: 


pa da ni da ma p3, da m3 g3ri sail mapS 
srI r3 ma p3, da m3 nl Itrpa calung 
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‘padama’ i* common to svara and sahitya. One can see both suddha and suciia 
sva5,.ksaras in the krti ‘sanglta jnanamu bhaktivina in Dhanyasi raga-Aditala: 


sa sa m§ (ga) rT 
‘bhrhgi nate sa sa mi ra ja’ 

One can see svaraksara samputi occasionally in Syamasastry’s compostion. In his 
‘rave himagirikumari’ (svarajati) in Todi raga and Aditala, the following can be 
seen: 


ga ma pa ma da nl 

^ ma pa li ni 

ma da nl da ni sa da da ni da ga,ri 
ma di 16 ni nu sa da ^ la cu ]^ni 

DIksitar’s compostions have more of this kind of art. It is obvious 
composition of svaras as common to dhatu and matu has led to the composition 
of ‘svararthaprabandha’. 

All this pertains to gltaprabndabhas only . There is a prescribed'method 
for dhatukalpana in vadyaprabandhas. AH this is shown just to give an idea of the 
concept of dhatu howsoever inadequate it may be. 
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39 . 


aii.^ cSSb^cSSsS ae5ot»e)& JS^SjSJ'ooEJS ;S©3o33i3«5Sa 


Soil 


SCSSSoio c&OSSxAewS 
25 ^c>S tSs 

ji^SSSaj iSb£»5 JSoaldSji 


SPS^iSC^cSSi.S’ 
SSsaScSSsit aoSdSioObS" 


®»II SSC3»Sl «s25(3S)5r»^;!S v35cy»e)& d»S>Ao^7V» 60'S SoS SSOoScaiSoab 

; 3 ^a. vSOcj»e> « 9 ?gS§ eir»{5o s^Sjoer*, spoaj^otil «5?be»§’S 6000 ^ 

e>€)(^<5ST'*^j^ 8-S f“g)§S3ax^ JSJ-'tSSJ'til wSd oSaiSoiSp* SeSo -2550 6oSa 

So3. 

« 

ir»^ii 24sS^Sa^o€i^ JSeSo wJScSSjJSSSjSj, wSScSSba ei)^sp>cp SSjjtjSoa. wSSdSiSSo 
taots S®€» oooi^ePotS 965?j»«o, esJSdaoJSSao e?;3j^^25o CSOcs^ciS («>ocr>®, 
®SScS 5 bsr*ex> 2 oa esJSdSjS. esacSSiS Stto eso^to t 2 { 5 ct»oI)^ Sd^ 'awiJo Stto 

«sa l«lP 0 CP©.^ -a^Sti Sagsooss ®Sd3bi3^aa ©jpoaoscposj 
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«3 e^;en» 6 , a«do 55o t.g >6 ^g-a.5 5Pt.o5« s;p0n5 

^40 -S213-»32^®5cS.5^3 <jp 3^ -Srodo Stto'^ 5 dS? 555 o ©JJjifcoa. 

»5o 3 es-Sa g030oo€r<5 5r*Oo eji^g, 50CPoiJo<5^ 3 giPgc»J 5 P 0 b 5 aoa. 

«S3^30CPO esCPoSi 325r>S^a 5P0a5.oa. wodS^oS 

.30c!P»oiSo<£r«5j, 5CT»oao^r6^ So 5 3 »ttt.dSjifooa. "" 
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Verse 39: 


Tr: Pallavi (or refrain) convenient to the avayava padas of the song is 

being explained. That is Pallavi which, for purposes of correlating the meaning 
of padas into a single theme, stands linked up with aU of them and is repeated 
again and again at the end of the padams. 

Com: In verse 24 a padam is designated as both an avayavi and avayava 

(a limb or component part). Avayava means a limb like a hand or leg. Avayava 
padam should be understood here as carana of the song. That which has limbs 
or component parts is avayavi. It is necessary to understand avayavi padam as 
the total song comprising all the caranas. In the previous verse the author has given 
pallavi convenient to the individual words constituting the limbs of a nibaddha 
padam. That pallavi pertains to the svaras or musical notes. Even there if the carana 
is treated as avUntarapadam divisions like udgraha khanda, dhruvS khanda, abhSga 
khanda etc., take shape. But we have to note that meanings of words will not come 
under the perview of consideration there. Here it is taken as a predicate of 
meanings. This predication may pertain to the meaning or-theme of the entire song 
or it may pertain to the meaning of each carana coming to a thematic terminal 
at its end. If the whole song is treated as a mahSvakya each carana will be like 
an avSntara vSkya. In the present verse the phrase avayavapada should be 
alternately understood as meaning the carana composed in vrltabandha in four lines 
as also the total composition of padam. (caranas individually once and collectively 
once) 


If the meaningful text (libretto) is treated as the limb (external 
protrusion) of the ‘g£ya’ (or ‘song’) then the corpus of the text becomes an 
avayavapadam. Pallavi correlates the meanings of the individual words in each 
carana into a thematic whole; simUarly does it correlate all the caranas of the padam 
into a thematic whole. That is why pallavi is sung at the end of each carana and 
of the total song too. 
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For example let us consider a. song of Annamayya composed in 
Kambhoji raga-misra triputa t5la. 


ela radamma-intirS va 

d6la radammS nan-n5Iinavadu !(PalIavi). 

Paccani pulugula-bandimidanundu 
Paccavinti pinna-baluni tandri 
Paccani cayala-bayani bangaru 
Paccadamugatiina-bagainavadu- Sla 1 

tellani pulugu pai-tiruga mariginatti 

tellani sati pati-devara tandri 

tellani parapu pai-t£li poraluvettu 

tellani kannula-telivaina vadu !!Sla 2 

kondavinti vani-guttagoninayatti 
kondukaprayap u-guturu tandri 
kondala rayadu-konSU timmaya 
konda talanetti-gurutainavadu !!£la!! 3 

The meaning of pallavi and the three caranas of the song are to this effect; 

“Why my dearie! Why does’nt he come, he who has taken me up” 

-pallavi. 

He, the father of the boy that holds the sugarcane bow and rides the chariot drawn 
by the green parrots (Manmatha) and my beau that wears the unfading golden 
yellow garment” Why...(l) 

“He, the father of the Lord of the white Lady that roams about on a 
white bird (saraswati rides a swan), he, who turns to this side and that lying down 
floating on a white bed with his white eyes shining (pundarlkSksa reclining on 
Adi-fe£sain yOganidrS as pure caitanya or consciousness) “Why my dearie.”(2) 

“He the father of the young girl who has won over complcitely the Lord that 
used the mountain as his bow. (father of Ganga who has won over Isvara) and 
he the Lord of Hills residing by the pond (puskarini) and who had become famous 
by lifting a hill {G5vardhana)” 

-“Why my dearie.” (3) 
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In the original song in Talugu the part given above as pallavi is in two 
lines. After that there are three carnas with four lines for each in the song. Here 
the devotee is nayilca (lady-love). God is nSyaka (the Lover). This is madhura- 
bhakti. The context is that of a lady, being in love and unable to bear the delay 
of her lover’s coming expresses her eagerness and anxiety to her close friend. The 
first, the second and the third carana-s relate themselves with the pallavi expressing 
the apprahensions of the lady concerning the non-anival of her lover. The song 
suggests the six qualities of supramacy nemely (1) ai^varya,(2) vTrya (3) yaSas (4) 
srI (5) jnSna and (6) vairSgya. Pallavi has correlation both with the individual 
carapa-s as well as the whole padam. If one wishes it can conveniently relatee 
itself with every two lines in each carana. 

It is said that the origin and' development of pallavi in music is an 
unsolved problem. TSllapSka AnnmacSrya’s sankirtanas have pallavi; some have 
anupallavi too . In the s^nklrtana composed in ramakriya raga (rupaka tala) 
‘bhaktikoladivadS ‘paramatmudu ’ constitutes pallavi; ‘bhuktimukti tangyiccu- 
bhuviparamatmuduj’ is gi\>en as anupallavi. That means by the time Annamayya 
came bn the scene pallavi had established itself and anupallavi was in the proces.s 
of stabilising. One can find pallavi and anupallavi in Krsnallla tarafigini of NSrSyana 
Tlrtha, at least a hundred years before Ty5gar5ja. 

On reflection, one can see that the repetition basis of pallavi occurred 
first as repetition of laghus and gurus in prosody at the end of each line and later 
on became the repetition of words. We can examine four of the metres in Vedic 
prosody- gSyatri, anustubh, tristubh, and jagati. 

Ca) In gSyatri metre each line has 8 letters with three such lines in a verse. 
The 8 letters in each line can be divided into 2 units of 4 letters each. 

U I U U / I U I u 

a gni ml 15 / pu r5 hi tarn 

U U I U / I U I u 

ya jna sya d5 / va mr tvi jam 

U U U U / u' 1 u 

h5 t3 ram ra / tna dha ta mam 

Mark the repetition of the pattern of laghu-gurus in the second half of each line. 
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8 ^ex>ro 6otJ»ca). ‘Sag'^i^S -S^^odSo 
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(c)gog ^C5»3l 11 e^cPcDo'S 4 ^e3»e»otJ»coi. ^cpiGS 

SSir''^55 ^CPeo. v3SS5?^»o iw. #«^loa ■CSP'iSo(i.. 

I u u 

iju di> SSt* €P^ / I iS ^ 

I u u 
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« ^ :s. 6J / c» ^ / g ;sT^o §3 
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(b). An Anustubh verse has 4 lines of 8 letters each. In secular Sauskrt it has become 
anustup-sl6ka. 
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Between the above two, the first is a Vedic verse; the second a secular sl5ka 
in.iwo lines. One can see the repetition of pattern of laghu-guras at the end of 
the second and fourth lines. 

c) A verse in tristubh metre has four lines with 11 letters each. Each line has 
3 gana-s. The last gana or unit is lUU. We can peruse the following upanisadic 
mantra. 

I U U 

nS ya mS tm3 / pra va ca n£ / na la bhyO 

I U U 

na m£ dha yS / na ba hu n3 / 'sr t£ na 

1 U U 

ya m£ vai sa / vr nu t£ t£ / na la bhyah 

1 U U 

ta syai sa 3 / tm3 vr nu t£ / ta numsvSm 

(In sanskrt a laghu at the end of the line can be treated as a guru) 
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(d)« 3 «lJ iJoiSScQ*?* 12 «^o»o 3’^iS 4 >CT>e»oU'a». d»£3o;D2 

;5oi 7*^S3 ?^CPe». 


I U I U 


ifo SS Sj / 0 <5 'Sr* «o M a» ero lx.» 

t U I u 

'8 s« S jjP 
I U I u 

^IJS(S^/gJS637»a / 5 y 

I U I u 

es 63“ cJ5>o dSs* 

7?>dSJ^© es>SiJ^^o€^ 0“T! 3|g^a 5r“CP> d*a®o«o5^ e>ao«3&o5x)?b0b 
CST'eSSi&j. ^ «>iSj§'oC3“JS«. 

(e)iDSa3e^ap“e> >o»eo, 12 d»c5«e» g®2>, jpe»>o<»©^ S)2So >a» 

e»n“ "So-O ‘0n®55’ ^ «cr>J^(5*d»toj 5'oA-CSx“^oa. 

I U I u 

cJSss 0*0 ^ "& / ©5" dS)o / ^ €?* 

I U I u 

e#(5*OdS5o/«ga^ / S S7* cSi as 
I U I u 

d3x» 5PO 0“ o3*^ / ®wdi> as 
I U I u 

tSSaj 5*6" dSis 
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d) A verse in jagati metre has four lines of 12 letters each .Each line has 3 ganas 
or upits. 
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One can find repetition of laghu-gurus at the end of lines as in the case of gSyatri 
and anustubh verses. This we may call gariSvitti. 


e) PragStha has seven lines with some made up of 12 letters and some 8 letters. 
In trie following verse we can see not merely the repetition of ganas at the end 
of each line but padavrtti also. 
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lU I U 


^ S / 'S iS ^ 

! U I U 

^ S a c3r» / Q C3^ ^ 

i U I u 
Q ^ 6 \^ / S? g CTj c5) 


‘l?gcs^^’ Se>a SnoojT? fcsS^ Tgj^sa-gjj. 

^oA«S g€3r®^ggo 3»5^t3^ SS^^^gaJWS ([1.5. 1134-43) aoAe§ 

-g^aodsg^o^ aoAej aaodi>;Sr®go (jl.^. 

1300 [^o.) €r® gas:£«tJ»^^-gr®'& Se7®[5£:oi53a.cS2bo^ "Soi^ 
l£!57>o-gaiSjj. 'Siax'gb agql^ aoA«s «ss®sIi>sp 6 ‘aofies ■csp’cs^ajcl’ 

[S<S tsSj 130.46 A. SeP (asioao >23»al ftjgjKirs^eja 13Sb^ estooaScp^CS ge7® 

^o4-sX>^^6« 

[a<ap;^^^ig^e) jpa^o csao tSigs 
a^ay^Js agSiiar® «C5 agsj®* 


eslSp a (as®'i6c3 S^^dlPo^^s [aSev^oP 


A«r>^ ftSiS^a dtir®o[^ Asp^'&epaS^jg'^” 


<£s^© ansrp d®g^:Sj§)a aoA«j' aajd3j>goS^ sio® &c5 

goo^£o<^ &c^a. 

“licy^'ts'o^^ eSjdtsjo (^■^8 [aa ipiso «ct® 5^ a.tS'll 
^pds^ro^o^ [acar^Ms ;?r»^(|" aospgp^o ago tSeSs 
aoip^ a^ ip?3 adSj'aj® na agc37®8ii 

C-> CS 
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I U I u 

vr ksa sea vi / sva vS da sa 

I U I U 

pru s5 yan tg / vampa va yo / hi ra nya ye 

1 U I U 

ra the da sra / hi ra nya ye 

Mark the repetition of ‘hiranyaye’ like pallava padas. 

Whatever may be the stand of S.R.regarding ela prabandha, the fact that 
some slokas in this regard of Jagadekamalla’s S.C.(1134-43A.D.')’are found in 
P5r.Wadgva’s S.S.S.(circa 1300 A.D) clearly suggests that there have been two 
schools of thought. Leaf 46 A. of S.C.(available at Varalaksmi Sangita Akademy, 

Mysore) after saying that each line of elSprabandha has six ganas has the following 
.^okas: 


“pSdasyante prayoga syat pallava khyam ca dam tatah 
paUavSkhyg padg nS pi niyamo gana varnay5h 
angnaiva prakS rgna dviTty5ngrcch prakalpan3 
gltva tata stuti yanghri gitva mglSpaka bhavgt” 


The above slokas are full of mistakes. These very .sl6ka-s occur in S.S.S. of 
ParWadeva as given below. 


‘udgrShgnghri dvayam prSsaih pratipSdam ganSsca sat 
pSdasySntg praySgasyat pallavakhyam padam tatah 
pallavakhyg padg nasti niyamo gana varnay5h 
angnaiva prakarena dvitlyanghrgh prakalpana 
^tva tata strli yanghri geyg melapakS bhavgt 
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^ (^5®7^(Sr» SSC^iCPSST'j^ JSSSsSjiSsii 

eS5^ 7V>ik SCPSSeSs 

I^SSo hsr>^iSS^ ^^Si8 ;5'3je;®?Sj (S^JS^^ii 

(4 ©OStoo 130-134) 


SJ'Od’eoS J 6 oAeS r^UQ (|I.S. 1175) z[6. «S 5 o 

So5e3A;5 SSx)5r»^o^e» Siep^SaoiSo^ >C3«al «CJ®eoo^ "30250 ^^>cyeo 

6C^3» ?po2So ©I)^ «SSig ^Sc3^»«o^^> SoSSo d^ 2 y>©s, 

-&«5o;paS ?^C3SSg SdSoSoo^eSa, S^^tl^eSoC^t 2So©d®25S5ca->’ ©^25o5^ SoSSo 
©■;3a e#2So««T>o d’ooeo SSooftJi^S eSCPjtf JS&odSS) #« 3o25o>^o 

12 ^oh& C€r>^gCo€^S S>€;» (SaoiSe^csoS^ 5+5+2 7P^25oeT®4u5 ^dSo 

EodiSJSS 5®®3 o253^D»^ JS^ o^?) SC5»^5Sj -0250 SSor“'^?bScy>eo SoS 
3D°o^5od^SJSa 3eo^oa. SioAif Co®^g5o 5 G»Se 5 

ajScsso ir>a>o& 5eS[^dSoo ‘aos’ n> ar^Ooess aao^£ 3 »€jS jtojjo a>oA«a 
^^c®aod, aoA^s aaodSo^o^eo S)o (a^^ao a^&csso ^a»o ?icja.o^o «sa®cii 
a©aP9)^ ao®^ ^ jsoagj seSsa ‘aos’ ??> a^-aaas ^£*03250*^ 
(5ao do2ses3. aoagj 3©?>a a©© s^sjoaori® 60 ^ agrp^S 

ET’Sj'^^a aoAis ^sr»23®aod aoAiJ aao( 4 >o®© (fs^ao aosn® 

adnSooOoaa, aoAi50s®j^g25 ^a^^ao 3«l5oa asooooaa sa^a^oj. 


SJeP 0SJO25 sa.di)03^ 3o2550^a®eooda aa4J®a§ wo®25'&ao? ^.a, 
^«o55®3a aoAiJ ^(3®aocSj aoA«saaodSj;ep>cr®©o S)o® d®C3»a2 waao^eyiS 
3§io2iA® aoA^J C€yo;^geo so25oa23®©S 3a_^25o, © 1 « 0550©0 >CT.a§ 3ooao SoS 
toao^aoo ^goo2:® 3§^o25n® aoAis g€5®^gco feaaadSoaj-e^ gj-da 
25o<^a oao ^253 aa®©-^ a©aac3®o37? ^Naon® gaud sa>. 

«A ■?’ l5£3O0»a;^ ^Qq3®^fcgo^® aoAtS Co®jg5o 

. ^c^^s®253ea aefocg&gon® ae^o^uo. "^la 

aoAis go®igo®as g©a®25o253 p^"a a®c^c La.d. 


175 



(tathSjpadal^rayS gjTtam Skameva vidhTyat£ 
sa pras6 tha dhmv6 g5yO varnya nSinna samanvitah 
abhdgas ca t?t6 ggyO gStur namna virajitah 
dhruvam gltva tatS nyasah sarvailasu prasasyat£ 

(adhikarana4-5lOkas 130,131,132,133,and 134) 


Haripala’s S.S. (1175 A.D) is also of the same view. 

From the above we have to note the following points;In £13 prabandha 
udgraha khanda is said to .consistl of two lines with six ganas each. At the end 
of the line gamaka prayOga is enjoined. After that pallava is to be sung. This 
paUava has no regulation of gana-s and varna-s. Similarly the composition of 
the second line too. It is clear that pallava occurs after the completion of six 
feet lines and gamaka. It can be clearly seen that the 12 ganas of these two 
lines are found adjusted as 5+5+2 padas in S.R.; the paUava that comes outside 
the regular lines is pushed into the lines themselves designating the last three 
pada-s of the first two lines as pallava. Those who find it difficult to believe 
that the pallava padatraya of S.R. fame have developed into the well known 
pallavi may not find it so difficult to believe that the pallava padas without 
restriction and outside the six foot lines mentioned by S.C. and S.S.S. have 
developed into the well known pallavi. The paUavT as we know it is the 
composition outside the carana composed in vrttabandha in four lines. One can 
say that whOe the school of thou^t advocated by S.R. has lapsed, the one 
advocated by S.C. and S.S.S. has developed into pallavi. 

What is the basis to argue that there have been two schools of thought 
regarding £laprabandha? Apart from the obviously different regulation cited 
above the important point that caused the different thinking was some people 
tegardmg 6lS as tridhstuka and others as catuidhstuka. S. R. viewed els as tridhSluka 

CSl^kya Som6svara, Jagadekamalla and PSrsvadeva belonged to the other school, 
treating it as caturdhStuka. This difference of opinion is recorded by Kallinlltha in 
his commentary on S. R. (Ch. 4-36S1). He wrote thus : 
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“iJer ■^jsT'S a»je3« 

5c3»ii>^ c^a* $ao6s sssijS*. -csajcpdbgd^ :s3^Sj^ax-qjo«#» 

^^«jcp£ScSio'^s»e3^a» i3i55®c:^3*a^aj5^ c3»je5ifSd5o "^o^ag JS7»3~ 
aaro^a*” 

aaj-»5*>fi5o5^ •goJSoaCT'^ 6ot7»di>a ©g^ji aoaseso ^oecsa ‘Sosa 
aco £ 5^0 Jtajg [asT'jjasa ©& "Ssepagajs ^"^g^a^jsseD ©otpca 
geg^ (P&a ^s»al (4-3) (pJsa sy>^^ ©ogo 6oa. 

a»cpo«(aca7»r[»as ■ aaj^o acss3a5CS;»tfoA» aa^uda aoa |^o7?> ^>csi> 
aso^ ^esa aaag} 3©S>a aoan» fbaafiooatxs ^cp»ogo? 

o cp 
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‘da prabandhasya tridhstukatvam abhyupagacchatam StSni 
dvada^padanyudgrahb bhavantl iti matam. caturdhatukatvam 
abhyupagacchantah sOmdvaradayastvekadasanamevOdgrahatvam 
uktva dvadasa padam mSiapakam ahu rityaha’. 

It means those who wish to treat Elapadam as tridhatuka consider all the twelve 
words or units as udgraha. Those who wish to treat it as caturdhatjuka, namely 
SdmSsvara and others consider only eleven units as udgraha, calling the twelfth 
mElapaka. He is commenting on the MOka (ch 4-36) that says that in the third 
line there are only two padas and that there is no pallava fof 3 units) that 
at the second word gamakpraySga is to be sung and that it as called as 
mElapaka by SSmEsvara and others. 

The sum and substance of aU the discussion is that the Pallavi 
enjoined without regulatoiy' restrictions after the gamaka prayOga at the end 
of the first two lines has developed into the pallavi as we know it today, 
acquiring some regulation in the process. 
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a/ V- 

*»oio» aotsooooa 4s^ s»o^^ssr»3^ ax»oov);s ■aoo'S v'Zjr*- 

aooa w5 aiS aos^ija 3»e^isaj'o a‘SsS’ c-sS" 

^'asTT^ 7 i;» 05 <3a^a'0»ee 3a^oo ar* ■JdsOO s^a^o. 

6adS«^ ^Ko<faj>0£^ 3ajjejda ^Xo^^5^o woiSO S^5». 5 *Sj AaSOoOiSa- 
aoS* ao?Sa»o ^iS5. wdST' 0io«^seooesdi ^ j^iJeOoo; woess^ a»?p^o7t* 
^ o'^jpo S’eS'Ss ?fe^, c»^5'. :)5.o. £*7v»cr>S‘. o*^5^* <sr*a7»i3 

^aj^. <SOi5'., cT'SC. a.dSsS.wS’. «»>^iy'S’ TS'Co'Ss sr'«5a^sr»a»c5. 

a5^a»a5^^« 6a^s»ss ‘asaj^ej todScoo^" aoA« o»«a^« 

^xolJJ•©a^ «a^r*>Soa oa.e&o ■&sooa aoatj'^os»s ■asaj'tso' aeq|^ ©sp- 
,‘aoAtf •aj’cpjsjd’ 06iSio<i'««r*aa»a5 aoooOo-aa ^5»oiSj ao^a 
wS^.a.dSsS. aoocao, sS.OilT., w5 

■a5ar»5") T^Qi a* ^j«e'^a a>oK©»«»a;j'eo. ^5»oao 6ao<j^;Sa ©as 
sj^c* 3€>ds?3ls^a aj^a^asSPbcfiMeo, aoaj^ «»a*alb 

acp^spSico ©ossa a52i*as2i*^a’0»^dSs wS". a«^SPO»<dS5C» n»6J SP S^Oe- 
CPoec»<». 

‘aoi^a c^eio’ ;Koaj»a^ o'A^sj© laa ar*Bo5* aoaj'^ soAooa 

d 06 a 5 ©d{bad <5a>ao aoa »05»05©5», •So5t>«^ aar'^dbo, otbao, 

st'^t5o 6’, a.i.a. dSsS. aljpoi, T^fi" ^sjefiT o. ji»o5 sr* 

3*eaoa S<vtfetfeo. 

o «r 

-Bt jp^aoKocr* ^Kojp»aii*sa'aS aa»soooa asipas aaj'^r ©s^eJa 
KaBj^aociJ LOdSsotS' ar»a!^a^^^ 2.1?^’ *»5>s»e5©Bs ■^aj'S") tadasoia^ 
qa^^iaT'^tS" «03*a5©B» S^Be^iSos. 

aej©ss «a5a©52^a sptpaj^ «ia^oa a3»saoaa asipas as^acp^dSso aoAo 
a^?T»a5 3ooa |a*";?a5’. cp^S" J>«n»al, ^aiS*oj ■is£>a, 

3*©5 qa^, aosacp© aa*soooa aoA«o fcaS" cp^fiT aJ. cpasa'cpo n»e5 a» 
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cSSs - y; 0 - r; M - r;^o - I; d - |; a - v 
g - a. - §; a - s; a» - h; ^ - Ks 


For Sanskrit 


-a; an - -Jil 1 - i; f - -T: U; ^ - Q; Tir “i; - Si tr- aii 

# - 6; aft - au; ar - rh; ai: - b 
^ - k; ^ - kh; ^ - g; ^ - gh; ¥ - n 
^ - C; W - ch; -ar - j; ^ - jh; -sr - - It 
a: - 1; 7 - th; ¥ - d; If - (^h; ar - 9 
W - t; ^ - th; ^ - d; ^ - dh; ^ -n 
^ - p; ^ - ph; ar - b; 'n - bh; n - m 
^ - y; T - r; ar -1; ar - V 

ar - S" ; n - . ar - S; F - h; W K§ 



I 

«LS * 


7 P®€r»o 45 S^“|gO40^ ^^ooo. 

(Tuning Fork) e^cSco^ £.#S ^6^523®^ ^J^AO'0^5S5)tS3 

8 l 6 ^oao-C 54 J®^§ olccydSo^lS)^ 7P©^ «>€>€)eT®Ot3S ^c53d 7T® 2i>?5^ 

s;52:2:k>^oe>. <2;S^^ S§)OiJ»^S, 0cSiPclon2tJ®^l SScpcS^^o s®5P©. 

D®^ SSx >0 lOsS 5*00 ( 1/10 of a 

second) 6otjood5^ cJoo SSO'oS^OaS^ « 5 )^o<X® 

oo'to 0)6 o? -S^oo^Sood 110 e^ik>?bo 6 T*C)o^ 6 oc*€>. 

epo^s^fSo. oj o)od* 6 SJ) (Wave-length) 6o(5^ CP^S IS>SSr*^5^^5 

S35SSr®C30 ^ (surface) &oCS^O. t>^ (reverberation) Ibg 

Si^oo^, 5oD?beibo6. 6^^ fr®6o 6S30^oo Sb6 SScr^'SS^^So So6oo 

SSo 0 ) 6^0 0 )Sg)^Sbo 6 . o>eP7? ItSlo ?i:>oCp®;5o SS^ 2 §)o ?i:>oC*^S:> 

. D®^S 

§^c* §^ 0 ^ 

(sound energy) 23^oo D^SPO ^ 2§)0 60 O 006 . 3 j 6 

5*toor?> ^^o6;3J§)iP6 "SeS S)6i^o6. &>^§ 0^6^^ 

5o:)?b<ifco6. aj 6 0 ^ 6 ^^ 


e-5 (balance) £)d^6otSbo6. ^ 


0d2LPcSon2tJ*^§ 2.5 SSP^^SSoo 5*5P© o>^ ^^^SSco. fP© 

‘SPSoj^SSo’ (Vacuum)^ n*®^ 2.5 2.5 

^oS^ ep6 S^§a§ CP60. 6^^ 7?>©,SS:>^ iSotJ oPiS^'S 5*5 SPcSSoo 

0SS SSCPCP^^b, SSod SCPCP^^So 0cS5P>d^o6. 

■^?io SSO|^©^ ej|3 2Sj*5oiiSbo6. 6a*S>toS (^6 TP©^ «:)5oj^SS 

■^>?io^ 0 cS 5 j^cI^o 6. 

2oX>ic ■SSjr*«P6:> 

3S) “^5?S:>5> 30’2oo6o:) 38,000 Jv>^o6iPOD 5o 
epoiPCb. <v>^U*o5> "Si5c3o5) 30*605600 4,000 cS^o6<Poo ?^o 

6^6:)oo ^oiPcSSoD 66^2060^06. 

6oA^6^6oco 

6J*6aJ*eao 6^6000 ^ 5 o, 6oAcJ6^6ooo “SGo. 6j*6oj*oo 6^6000 66S 

5^doA* ^oiPooo. 6 oA^ 66tP6S 6^ccoA* &otPoco. *60^0*60 



4,000 16^025^0^ ^00006^ 6>^ lbs>e^ 

S^t3 tpt:> (n»^^o) 2)SxcSS:>o^ -cpep ^SoeS“l SS^o6. 

O^^Sbex) z^^CP^)3^ s-^i3 (1) (pitch) (2) (intensity) 

(3) ?bc»o (timber) ^5^otJ^cco. J6^o6o^ Jb^oCSfPo 

‘(^d’ ^SJ^5:)£^boa>. 5o;5^ (intensity) 

?5>^od5^ ( amplitude of vibration) SbCS 60000^. S)r3 

S3o^e5:)S5)m Jb^oeSJS S®A e-S JS^OSScoi^So^, 

ndTP Sbt3;bS0tk) SS:>6^S ;6^oe5^$ ^^e5SS:o;5o^ 

^000. ?bc3S5ol5G> ^oS^’ 

?b^oS5 e:^C30. (J:>4^ Ib"S S)c3, 

^p>toc> oSd^o ?bc^o 236^ (mode of vibrating) 

IbeS, ^ ^o& J6^d5:)0 ijr® (upper partial tones) ^^S5a>^^o 

b:>6 ^z;p6^& 6oijoo5. 

(Resonance) 

SuS (tuning fork) 0r®AoC) ^ 

ee^S^ex) SoSSiJ^oS^' 

Jb^oe5^J®en <ilSSD S©A^coo. 

eooSS^Sbi^coo. S®Coo dSJ^5o 

ACtp 2)^£o65^o<S>. J6^Qcp^§ ^o& ?S^o£5iT®ex), 

SSo SOA^ £DoSSo^S0 ^bj^oeSiCPex) e^ "^odotS i$C*CS:>i$;6o JSSSJ^^So eox^ 

ft;;? gooSSotlS^ Jb^oiS^o. ib^odtCPeo’ (resonant vibrations) 

ei)2§)<3bc0^^cco. ^ohi^o6^ ‘cPC5o’ ei)^&5i3:)^o6. (6S3®i5S:>So^ex> (sympathetic 
vibrations) g©i>ccD. {z,^ i36&^ 

^^OTPO oSO ^o’S cbjIj'O&^Ofi), S®^^S^20OSb tXVJ^^^oS" 

^^2io€Poi3<2> 6o£S<S5o. -sjeJ^A i3^oi3^ €P>~h Jb^^O(^o7P 

J5r^o6o-C5too Jbo5^^SD^o2S^5o). 2S<Scofi)<§'^ (resonance box) 6o5. 

‘e>o45o^co’- ‘5J^i5cD’ 


C5^;S:>o^ 6 ^jo^cd 5. a,g 

(pitch) e)'^ €JdC5o<!5^^^£j^ 

^i3b. ?j^i5Sc35^ Jc>^oi3iT®ex> 5«S, JSj^oCSiT^o SSxs^^oTP 

(AtjPoSigot^B. do’$ ^CPolS ‘e)O^CPo:>’ (intervals) «>otJ^6o. 

*305^ u>“^t5o i§6-^CS^o:> lio J5>oAe$ £-‘^;ir»0 S5€)SoC)i^i^, SPi3 

eS3o7V»o "^Cb “S^Sb e-S^tSo tso^bC-CSoo 

2MSJ6Yi:3i CP^^Si3 e^iSAo-CSoo 235:)A:)^Sbofi>. 

«SSo77'e) S5Jb^8«y»2JSo Sea ‘5J'«Se»’ (beats) SJSutSjB. tS^S^^SciSao^ 
s^gtoSS ‘SoCS falJb s-t^O 5*§j^SS^Jk> ‘5itr»«’ JS;)§,o?7> SSeaJSodboa. 

Sgd'^ JSar'ttS, ;t»oSS, aaiSS IjIo SbdS S’iS^Ao-OJS^JSo ‘5J»«So’ "S^o 


11 



a&r»«o "SKo 33S sp^TT' 

6 ;s^tg tss&^oei. iSKojT'iSo ^g^S56igo7T‘a3 Sica'S ‘sj'dos’ (^a 

jj)^o-a;3t^ eSL^oa. ^ ‘5r“ae»’ i5®s^a ligiajsa 33 a&TSja^pa^ 

C5»i3ss acT'^a'S ssajoa. 

S'^n^a^SoAao - <r* 6 bd 5 D Softa© 

>e'ja^ soAao »jc »o^sc3»cSi) agoS 3oaoa ^da'S^ a^cp® 

>a36>^as l^o»a^o e'Sa s;)^o. soAa ajc'eo ■ 30 O 0 acpe»: (1) 

(Concords), ^2) (discords). 1-3-5 ^^ 0 * 0^5 S05 «3»ccooO^ 

®s§)a5oa. it3S xaiS J)aa s»gib sr'is® goL (1-3-5-7) 3»ccooa^ 

^^2ro &^aa^5o ©COJ^ ej 

woatSa S^SaS" S*^ Js "^ssS" (common chord of C major) t# 

3a a^jco S*aoo5^eo esco>^ soa^^" s®^ t»5 & "SsaS" (common chord of C 
minor) e90tJ»Cb. es^ 2)ao75» 7a a^Co i*ajoa^6© wco)^ S®^ 

m 5 a El®aa'3ot5'” (chord of the dominant seventh) ®otJ»So. 3®a®^Sg^ 

ISjesS^ (Haimonical major scale), 3*0®^Sg^ (Harmonical 

minor scale), '‘SsePiig^ '^aS^ llodicaJ minor scale) ©■;§ ajJ^as 

fe» agd€^ 6;3r®j^coi. ajS g!gog aofiao^a bS^oSu^CQao, Icjpd, 
7r6 aj5^3®o «9^ 'Sjisgg ®ai 3*© &otj®d33a «>ot3®&>. 


«po&css 3 aoAa© ‘ 0 ®x ao(aD®c5S5 aga’i 3oaoa. d®ko, a^oo, o®«o 
^6 aofta© ocojoaa &.g acjaa© 3§^oa (a®«« 

Aa a^a^^). a^e €j®<>®eo 6aj^a^t3l aga^ D®n»a'l (^ajssp^©. D®h© 

v>ot> a^cr®€)a3 &s5*3'cs esaS^S'cs ^ga5©€^^ «ajg <3to^©r!» >atoo 

«»a 3a^a-ajj. o'^e a^a§ as??© gs'iSot.x a^^cpwas g©5©a 3csi)^t©'& 
ha^g©. aga§ hajs®^ l^o© ®a> is^cb. 


??®i5dcss3 a©Aa© "Scs®® ajod s^^oas £ijj^^a©s^a 6c3®a, «a5C3»a, 
a^6€r>o5* "aisa^ 3®ao'Sa s'oosptSi (1) gj^ ^2) (^a^ (3) d>^b<iSi (4) 
i^&dS5(^5) aass ^6) ao©|a(^7) ©aa^g^ es'5 Jsaj a^D®eo «!ia6^a»cs (ga^©^ 
?ia6_©ati&aa^ 33^cs. -^sy®t3 aj-?i-6-a-a-a-io a^cr®oa^ a©a 

a>cco. a^a®e» ft#6^3'c9 ^ajoS^ ^ao®di)& fc» ^ ^ga5o^■^ g^ ogo^aS) 

gasfi'aj^^ao a* a^D®®a5 a-g-K-as-a-a-s ^ga5©^ 3cr®^tjo iSd^op 

£s6A©a. ‘a’ esiS ai.aa^g©a® e#g©iga:ic3j^ -g< a^gaacocs'dsr'Sj^ ‘a.a ^aj©’ 

ei>©tj®go. ^paj'Sa© *3®t3§ £>g^& 6©a aoa^a? a_^go<5* (>go©©a «>a5^3"cs 

(gas©^ ad^ a5-«-6-a-a-a-a ‘asanas j^ao©’ 

tp6h<$S:> :^oh^oS^ 22 ?b^oSs3a'S. J6-0-«-SS:)-^C5-^ e:;3 

^ e£)o^CPo:>, ^ 

(frequency per second) SS:cn“tk> OeP 6 o4J^63j^ (§od5 -C 5 r“S &3 

2$0^O6. 




4 

7 

9 

13 

17 

20 

22 

»^cn*«o 

a 

5 

« 

ao 

a 

a 

a 


4 

3 

2 

4 

4 

3 

2 


480 

512 

600 

640 

720 

768 

900 

CP 

SS^O^^OOD 

240 

256 

300 

320 

360 

384 

450 


120 

128 

150 

160 

180 

192 

225 

S*t3ft»to (^»^^) aoo(iS^o3o 

160 

JS^oCS^J^e 



tr»« 


720 tfO-Cbaao ^S^Sa«e>^Si. f9^a3O(0 ( SS30(tt^caj 

Sols iSJb^ou) «»0€PC (o*{3^o»SoT 3 ^ciSisco aoAa sy>a»^ 

tiesH) a©So'CSt3»s>5 ^«s^on» 4oi3»o». aaiijoS' jsjoies ^cg 

S5 3oaj3 120 S^oeSSTo dCCbttJSo »fiO»02».JgS5 3oaa 1800 a^oiSi3:»o 
tfOCSsO»o ST'iSaiijj. bnJSj «>SiiS> 0 (a »o-SSSr»S)S 3oasS 90 S^ott 
3»o aeasttjso «»d o»ea.tg»5 3oaa 1800 aoajaao es'Sipa 

2P»a»vS3j. ssio^isa.jgs§ 3oaa 120 a^oosp® de-csjea© 

ii»eao^5ar»aS 3oaa 720 a^oasp© «ea:aao Cl'S spsaoa^ spsaa^. 

l^} a 


TP^arpa'aS wajJtoooTP s»a^a^o»oa3 a6^a3S*atJo sr»s ©ao 

a^aboa. «« |^a w^a aoaa^l&a ©ft, [^a ©ft 'Soa^ as*©:. 


ftt3ff* iitoatSaa aoaaij^ja ft^cpcoon* ^cbab©&, y^oo?^© a^&©&) 
nfi aoosoa. 'Soaaaa asa^asi^a ftocpcoon* \^©S4, aa^a goea^eo«© 
spdS an aoiosoa. 


s^s aot»Bff* e 3 »a^ ftj^ jpftS exc 7 t« 6o^ cjad ao 3 ©stS, ©too acp^a 

ao3©o air»ao- soft ■jioojSo a»©5Ko aoSeo aoios. aoojBa.cgaS ( 
120) aooao, aoa^ a.!2^s (240) ao^^a '3 oSj aoa©ao, aoo^aaocs 
aj»a5 (180) ap>cpa aa^ aaa a&j^ aoaao (^a -at a»©o aoa© 
aocpar»ftj^ ,‘ao.aa5 («ja’ ©otj^eo, 5 -a-a-§ ©a ^^^>cssoacs3J. (a, a© 
|5oa aoiio:^ ajoja^cDoa ar»aaooa. ft Jberj a^cp©o. 

^a -ao^ "54^ o»e>cooS aj^aa. "^a ■Soaocsog^eo ©a0»o>cao§, jSoa 
'3oao -CSo^oo ©aoaooja^cooS ?tiOoo>). ftotoa^aS aP'Oon* Ac'S 3«©o?r* 
asi^ aoaao aoo[aaoo^ar» (160) as (&a ^3a, ao«tr>iPt3a aooaoatS 
^a-aeon» aoa^ ©^ao /aoa^ao i^a’ ©^aooa. (^-a-a-^). 

..a‘5*^acjsoo€^ ^o|a^o 2 o^a ©g a^cpa^^ aLgo?? ftaogba o»a§ ©s^a* 
c»off*a aoaar'ft^, cpa^Sptoo a»as aoOg>a» ftaoSoa^t^^ ©a 
aoaao^^ ©;g)aboa. ©olo ©goa, aaaoaa, aoaor'aa (1-8-13) i 3 ' 2 ©ao 
n»o35oa*oo aoaa5^fea. a's^^adso© ftoa ©goa, ©ea, aaaox'&a ! 5 ‘§©ao 
(1-6-13) jpcoooatoo aocs^^j^a © 25 )aboa. 




1^5 2bi3c3^2&) v& 1,2,3,4,5,6 '3»£i^«S «poa««»rp c&^o6^o&. 

«»««5®X Si^o&6\5 «3’n«55 C:>2*d jKo® (anti- node) 5^otS«S 

e3»S*0 (node) e& ‘tiSb. ifoUiSi X^n» SiSa'S 

(the fundamental) esota’Jh. wtoo a\Sj Si^otS^Seu 

S*Sj, S^dS30<tr* (over tones, upper partial tones) «»&{$ 

ea^d^S {$jiScxu (Harmonic series of sounds), Si^o&oiS do3 

tj^Ko iotjooa s®£30 viiiOciS^if^S cS^iSiBo 1:2:3:4:5:6 

6ou»cd). «c5»oa.eo s^odSsr>o ao-ajesa© 100 ®coj^ 
CPS a^cJ3bo^"ojaoo ifOyii ei^&> 200, 300, 400, 500, 600 S7[cp>n» 
6oO»o». aja :j«or»^ar 5»6S «au^ 100, 100x2, 100x3, 100x4, 100x5, 
100x6 ^saj^as 3oeS30»c©a. s»n» aoA« S^tPeo ejibeta^d^S a^aboS* 
5r>&a 2to(«a a^&ea. ar»asn»(«o, ao3«» a^asco -»* wajCcajpaj^g 

aa^tgos 3e»^oa. 


od’SdST'Ota^g© ar«aa goSoe^a a^otstig (larynx)a5 ‘as Scs’ wa^a. 
a5Xsr»oaj{5«oa:e» soar^ ISaa.So. ^©a^eaoi&os a5ajr»a> 12 

jij.S?. 2i»e;g) Aotj»cco. aoxsjve gosa_5a a^a«t5oXo S'asj) soap^Si 8^-12^ 
aca^ Aooijoaa, waaspo goea^a ajaseox© S'S^g) aoaiPtsj ‘2-4* a^a^ 
ioiojoaa 3a^t3a53*oa. xasaoaaoSa ®o«o Saso'ta ajasa;^ goeo€i*a 
a^C&tig (larynx) waaOoiPd^g a^aioaotS a^dSaotSTv a^aoco ^©^ aja3€>j^ 

aooSjab©a «&, ®a ^•^« a©Ro»a§ la^^gon* wajgipe'^a ®©«© ®a. 

6,g a^ o,o,o» ®a or»n»e?>aa gp»acp«on»2^a' ^SSas^ao « ajaj^a 
®ajjeo a»*^©s»a 3*^e» s»;j). ap>aa jj^a.^a ©aj^eo ®a5ec»a«3^s»3a 
Sdi«« a^ajoa as^aspoi ^C«- a^©aip^ 

a^a^^ab S®a^n»i3a3aj|^S. 5®0b •Pa'Stig ( resonance chamber)©'^ aa i3^©a. 
5»7v» a©A0»as a»«)^‘S3aaa (XSvsaaoS &otx)©a. spofedii a©ft«©«* 

ha ajajoao ‘a^tpoj’ a©a^^«o, BajX:, gaj^a ®ajj 

©aj ‘a^!Pe»’ ®otj»tS3. St5a ‘^^c>aije»’ eao© st'c® 6oa. aa^©^a’©7T' 
a©A3o^ «-aj^oj (d®cp»^. 

aoAo'as'g «iP5. - 3asKs 


aoAa©€^ gr»acr»Xo fee&o’a'l ®a>je» s»ao!b sr% t^g S»tj ir>& cy>aS 
®6a« g©jj©atpa§ S»bra5a an»o<5*& t-g eaa s»iPO. a©A«©^ 
spcb^gb ‘cs»«fc;j)’ ®a Svgg'^a acpeS* sj-»d^a aaeaasi ‘aj^ab^g)’ 

®a'SCb. t.g 2^3 (mood)6^a ?p>SPa^ (emotion) £ua§ eso'ES 

totxipaj ®8ai5^^o*©Dr!»ai3 apoj ac^^as si^a t» s»*j€r*a ‘Sve>a^©’ 

®ae5^ aa aaa. ^ [asr^aos^ao aoAiPss t,g 5 P>a. 5»iP®. a|j» 
«r»b3 ^S«o^ -be ass ae^Jy^a^a sasxj. sas^ gsj)e» ,^spa>as 



cr»d31je» isSP^Oj. CI^ISjoQjJSj *ir»5* 

;i7»0s8^ SOtS*^,... aiott^p^p^o($ ar»J:ta^S>’ ootoir* ^■3e»?t>0't> 

SirHje» «o[JS iHiUSo goos»8:S5S 335oS5>n» Aosta'S^ ISj-CSjjf* 

SJPj^iSo. a»8s'!i*>{3i3JSo ‘«T“S^O*^X SJ5ci5d5^3 C^JS^ ®i®5® 85*^Jja«’ ootJJ' 
<r»;iSjo^ OSS^jiSj wSjjdSj^ 

ST’ojp a’d?3, (^C'SC S6(«iS5« 

d(0*!» cJSrwl>.flr»SP,3’o^a^d5a* 5«>Si’ 

»oOJ’ ^;So?b aPtSoTP J?!)0*oo, 3^?b «r*a. SJ'tj'atJo, Sto5Sr»o> 

?»t^io€i* JbCaSid iSj^^ (SsT’Se Ciw (5jJ5J’0«)«3*^(a^^SS 

^SS^JS»)S^ SdjSSi 3(iS5^0o, dSaey'S^eS 5J>o*oo ^5* 

6o'tjS»S oCo^O s*aa SoS^^n* 35 »^JSo. 

aoa^^^aoir*^ sj*oa ao^« 3;33«5;si K7»6jis 3o-qjg*e» &oa. 

o5*»3<aSj5«» aiSsKiSo 0SoCPS5 ajU'OdiiS’ J3T>a. «i3»^{Sj, (Italian of 

the East). CP^S" S*6 (Carey) 3JS *3®o?i iP^SCoo* ■ (Telinga Grammar) 
(1812 A.D.)£i* “30oK, ga<>;^oS, dJasO, JSi«<iSrM> lbo«6!S (Sjo 3*«) ©"S oiSj 
360K t?'a. tsif^&o SPwlSaTP 5*3jdboa. ■^OjjS^tPSS g^'^oa 
es'^a JSr»‘tj eoos^P «»ft(^dST«0^ acPtoogort*, SSSoiOdoTP, 

or^s ^goispc^os* a^o 3<t3o^tpa55»aoJ>a ac;£s»eg scpsp© 

3 0[fi ( Variety of inflexion) iottoo iSo 'ScbjS^tpaS J»eJ»dA6aj^ t!r>2t^ 
t,gt^ 3d'jj0” epSPj^ai, 

0*^5” s*^^” (Campbell) iJS ‘i3«iP*?iP*’ JP^gOrao (Teloogoo Grammar) 
(1816 A.D.) eoStfo ^sp -ge [^asbg (sp^gccj) j«oao <r»a.^a 

«o (^sjsxr*, Asar'Kgeasj*, srw&fleA woxa t.g «r*a.sj aotjoaooa 
ar»^o»oaj osso^oaS) >xefeeo^s ar»S3j'«» &6*^?bco,tpc»jasr>{Si Soon* 
c»o€^a -ge tpr»a.5*t5, sr>A8&®a tjgj^i *3i3>o fl3c»Xej»o5*i3 / w-cpeo5*t3 
adadspa^ ^a 5Ja5S*atpaS -g* (jioao ^ags^ooa sirja^isj. i>gg^a 
XIII s}0» |p*POi: 

“3«»A3 woessS’a^ fl'a^ a»t3P»SiOspa^ apaipas :3t3l aca a«» 
sqjp^a a3“ ao«p^g‘^a («o6P«» <T»«D. fea aa^a, tp^ai^eo, a<pi(rio€^ 
(gajuge wiSsptSa !tooa»«o«r'a.«» iSsj). g* i7»a. «a a^genofi^?t.^ Ai'a^ 
aHf*5iOipa^, («>« txisjaaj a^jg^on* Ae^asaajj”. 

paa tT»a.o& <fcosr«a^g jp^gccso p5>a ergS" «a i«o«o (5!5 

"paa tra.^, aoaj^^o j^aa, «§ aaj^a »'&pt5 aoon» 3oi?t> 
aaj«o acp^a sa^aKoa?? tj'aoaoajar'oa? wxah' pa^ir* apesie^ 
aadS>o€i^ apps aja (^as^jpaS a»^cJS5^a 3*g»^ d^oaca” ea*^e>. 


VI 



27 ^15 SfiHo &S>S ^S5o!>oJ»J&). 

M^SoSS 5»oo^ «Sb« ssstfss a3^a«^e>^ O'OS ‘Sooise 3e»oX’S "ao-^ 
i^'SjaS’ s.a.aS. jj®^S"7?>6 ajssKs Sisa ®o:s7»^ 3S3?b 

^ai. esS aofto®SS 0^^gon» aSb^ &otttJ»aS s»ecjo t»S> «>ao«S 

?7®2i.5’So'3o. ®«3r!® SC3®e» »>5® e-S es-vi)j5* !3“^5® 

aojft"^ scpoj D»£3®s^ «i>0(^<33ao. ac3»o3o^ 5^ &r'jr> 

6,ei>,jj, es'^S aSi^a. 3ai?b eesodd^o SoA«r>S§ SS§ e^ooT? 

6otoiottn» w SS§ o^atJ'SS SSjaS'S^ s»ea»eCP' ^apjj^coi, SSjKj 

^odiao^^ 30S ^e3»0®^s§ 6 $c33oS1i;3j c&d, 6ar»j^oa5. 

dSjd ^r>D»d5^5 ^£2»3^oge) e^C dSjS>;5o5* O^SSOo 

©■^a (S?ig'&. ^s^iSp a^n® a^eoff®s 3o&ot3l 

ao£X)aoa &otx>o&>. >ttajfec3ir>^e a*^ 

WS^ s»aoo. -&« J7»a.S5 aaSod Ad eng^CS®a^ ■^gdoOlb^ooS^ ^3So, Sxg 
Sa(K^o, SS^ao^^So SotS gt:poos»cr®«o 53®cSi>S2^«fo^j^co3. ;3s»a5(a®ao 

soAdoS^s a^!j»©os»c'^;5 ‘^o^’ sa^^oa. (sao, asss os, os). 

Si5^ sa^^o ‘w^SSjj’ eslS es©oS»Ooo®« Sa 5^oa. (SO?i, 5«S3, ttSjS) 
‘S©do’ es'S ese)o5®0oer‘^ Sa ^^oa. (SXO SjSo 0?^S, OSj?^ 
sasciKd...) £)s»(g^cpj^ 77>oi5»es^ S3 sa 3^oa. 

3S3?b sp^sacsoff® o-atyo sSbgOcao ^dSjoTT® esOft i^PjOcs ^o<S^o, 
n»Sc3r»K^d ep^jPtSI 6®a'ao ?bcjo aoa. S’too 3S.c3i>o3® SdPtt 

^©"043 0car®£3S'& ge»?b«Sc)oa. esftj^ «s^; ^Sj,> ^^SS^ossiP'co Si© 

fjdJcpS SPaS^oe3JP»eo7?' SJ®© S-CP^Ocs ^©©p^Sj^^coj. aj©®^ SPJP(g^tP03 

SPadCPeoTS® SCPOtoSiT® 6oa. (dK>&S; S?te»> SS©i; sj®aia'>sj®sa) 
spSdcpoi ^a«SSP>©5r!® Sr®0tiS3J® 6oa. qg^ep©3* 3S5?b ?p>S.& 

§®S50«J^0 SOjoa. I 5 ®s^«s S®So S^^ gr®cp a)©®‘A 6Sg6&oa: 

(esSdli^escsJb; ^ag>o^»g; SaS>S£:>d.). e9©»"A 3©3?b3® S^ 
sSsgocso (aoi^+'Sa9> ■a&9+SiSSii>'asi^ssij) SiaS Ksaasp^^fo, 

^-CP^CctS® e-g (SS^g ^©eSP^Sj^^Oii. 3i©®ot3 e^CP^ 3S5?bSi SoAa(®S§ 
0^^gon® dftS ^Soe'^S ^3?52_- 

aP0^3oAo®«5j 3SsKio 6<ieSS50 

(>S)Ss»©o SoO(S 3Si«i^«o3® SPOi^SoA«Pe» fT^S^ S^od^.- ^3*0®^ 
al SoEioaoa 3odSoa®dSi©i 6o'S3. (1) S*^s:S3C®e», (2) SP4o^'Si<Peo. SosS 
■&«r»ex) ^Scp^ CP^JCP ^SP©dST®^ WO®aaP^€P^gj CPO&S^^. a®t3^ 

•&<r®er) jpssS^IS^SS CP^O® D®t3Ss5 ;;^«P^©gj CPOSSj^. -g* SPto^'&XPOi 
^gSioA® &r»a^d So|3J3®di>o a»^D® g©®a®©gi, a)<SCP©3 ^u^ci gae>5® 

©P«S€S'&<!®ogi CP0&S'3 . 

<1^ 
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^asyspsso, :^s»o st>*^ 

<r»«bg^, -S*# cr»t9*o iSkweJSJ^- S)i}S 

3gS^ ((!.«. 848-892), o^Sssw ((!.». 945-970), (iJ»t)ac», 
(^l.«.”l250 |d»oao), oSiaj’^to (;!. ». 1386- 1402), ajKSga (l.». 
1437 (^oifo), CoesSo S)d*^o3} 1509- 1530) Si»t^Sai)*^ 03 > ((I. 

«. 1531 (^otfo) S’otSGi. a«o»t«a, 

;^aos> aoottos, aixa |^e ((!.«. 1250 (d»oifo) «»iSs«Qa 

at^aa^e^ s*ooq>. (4.». 1560^ a»oes3 

l){$a«a>ac&£ «»^ at^aa^ 9«i»^o6. 

a»o^ aoAo»o iba 3ajK» a^ aoa^^«o«* |B»S>a (fea^ acata^ 
&a *«»9adi>a8^e>o’ ^d'Stadas'Sioa. aoa'^^^d a^aoibat ‘Ss^a'^tb. 
«oa>^ w |Koao ^.a. 3ao^s 3oaoaa 4fostaOiS*o&. -9* (Ko 9* 
a§ 5*o5a <»o»a} ^aiibor* i»a>K> c>ur*iS 4a*;^oa». aoaiajo (^2So 
cn^<fa«u*£a$ 3oaa 16 |^a^ i^si3. «fo^lSao€)* d<>o*ae307i* 39^ 
«>a>adoatta)6*oa. (I.a. 1213-1255 a*i3 m&'&a'aA oo^ac>, Ao 
acpj^a^ <*'3 "Ooti) iKotiPtu ipaHSo. ha aa^si9 ocp s>^. a^dcipji^av 
laa^doaodoa. acj^&o»ar>>eoa» ((I.a. 1300 (potfo) aoAa 

oo»^stpas a3(aS)g JS'^^ao aoSj^jCoC* eooa'Oa. ■»« ^a*^^a»a5 
‘(aoAa) a)a*s5’a5a ‘io?. siaj'OAO ((l.a. 1386- 1402) ‘aao« 

cr^ax)’ wiS («ocj»a4 ae. ftaa 8HJdSj'iaa3& t>5^a»^a». Tios^aHa 
■3ar»^ ((l,a. 1402- 1420) aocpa%S ’ ttA («oi!j»'3j^ 5 »s 

‘aoAd Ooo*a)d’ «'3 (Koao 5;r>s* pa<ao. -a« ‘aoAd aocpaxS’S 
4a^ 75oa> (pfoor* «&aao«;5)eo (o6€i* 4a;(t« aos^oa. s«a* 

4^a aoAtf ao^^aoo 2ba a*^^ «*dS)a 7Sacr«<£}o ((I.a. 

1440- 1465) e^a acp^joSoeso. txjc^asojttj aoA« eo»^S{5o Jaa ?k» 
Ks^r* a»^«r»^ao p^r^aj. (aja «*a33(pk>). ataa) ?fc)eso»<5’aa»e» 
Acfirwas^ a^a^ a^oA axr^aj'Ae ii5«3H> e3on»cj*aj^ ua*>a}An* i^oaa*^ 
Beo^oa. -a* ascos sjaj^aa ex5i3»eij«^a»o»«Js>c» ‘aoA^ ssj^^adsoo’ 
(AogpaSse. !}«oo ^Sa0»<as:«y«>ao€* AoAaa'iSo. «« aoAa 

ar^^adipas ‘«^o <»«o’ »a 5r»6» ■Sci}. awiSpa <ql^aoi3iS4 ((i.a. 
16 ao»g) a»tj^ aoAipoaj iJoaotaaAT^j *<»« «»v^’ 
ppaa. «od s^. ««ds>a A0 f^aoao !ba ‘(^acosa* «:3 s*^ja) 
ppttj. »<>cJixpa30»<js>os^6*a 5*0256*3 o»ar»apabgtti ‘a^ iSs*so»aa* 
<»'3 (^g (Aoao p««&.''acou'a»a*3n* '3>acsa^7iH> a&!K$o agaa 
vSi^aa^itfa*. go»^*jg aoAcr»as 13*3 ima} (aa* 0 oao& sHu^a"! 

3oaa aoS’s (aJjg aoA« («oag^ apou^ }v*a*ao a^so3oa ‘o*Ka«*aa»’ 
*»^ (Xoispaj^ 25aoaa 3*a>a'«325». ;»a ‘ a^trisa go»aa’a aa>o^oa. e^o 
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«r>e« w6^3»c» «sa6*3»o (g:5J-»o5*& ‘"aj^g^o’ 0'3«‘2> 

(«o«o. -g« ^«o^iPaj^ ■ae^a'SoSo llj^g^eo SoOciSjJS^dSjS 

3>cb. ■^tS iicr>jr»a;s sa®» ai«^ sa^tjSoS^oa. 

a7»d»eoa ‘5 oA«J ^a’ 3 SjjSjoC»^ \Ko^o. 

35Sci?b |«o55®^ C3®a5a<>sj» d*jSie33o£ ((I,?. 1560 :^iS^o)n»a ‘ao^Jo’, 
a«ejr*5 K*Ooaga (17 «€r»a) ‘cp« «r><> OogtsSjeS,’ ‘op»«a« ^^c» ^^S>g’ 
©■3 (Xoa®op“, ©okssoXjoo aj»«^ar»asa (16-17 Sir'goS^) ‘waad&ae^^eso,’ 
^>4 "Sogo JCPCPdisCTga (^l.«. 1900 ^>oao), l^saasa:,’ SS^Gb 

gjasc »)5)oa»ga (19 s<r>.) ‘»oAg ^eS)0(«3*S33’ jsjdcsio ‘aoG 
se^a^ais’ aogr>5 a5r>goga (17 «. go'^g ) ‘aoG ^eao^«3•aal’ «'3a 

§*aj^ S)xi9^ («oQi»e». ‘ ao^3* aj»s»a5ES’ oaoaa K*aoc3»ir»&ge» ejoj^aa 
Goaoa^Gb^^a). 

■Sogojsj® ■Si«g^e» ajS5|Xon» ^aoasao ©gso i3o«iSije» s’sj^ 

‘ao^G^e ao(xa®o’s^aj» ‘ao(K3» aj'opajcf’s^ai esa^cprpcon® gaEjasG^oco. 

sp'^dS3s»eo^ epaj^a7»cpeu^, ap’^o o^aocpaa esatj'S go3e ?r*aa^, 
j^^gcss 3£, G®^?<tr»ss*, "aao^aj, ^0oKd®cS 

;as>ro ^SrG^o^a l^ag^^ -crooajoa aoAGo ag|^n» GeSbaspS^ 
^J3» aoAG aoadSjo go:r>6^ ©a 33n>^®. aa^asiG p5ba cpacicpaaj'a. 
txiii ‘aoAG gc» 03«a^aa’. esGa («oao^ l3»o5*«o, aaoG, f*er‘3»o, a'U, 
^ooK, s®oa^e3 "SixiaGa G»7s»ogi 3oaa asG Sta e»Ga aocarHa 

a_ 1^ 

al^l^oatid &iT>j^cco. ‘poSispoia soa® gsg)© aoftG (asa©’ e'S ■|>cbG* 
js®^5^ tiP>acT®£3’ Gogto^aa es'^sptb ^jgoG [?soc5®^j[ aT^oaoa 

(^a^o^a s:§)o aoftG ^iT»a^ ^aa^ocpcj. («oa%'5 aoAG '^cj gojj'Ci. 
[Koao laabOGaudoa. 



II 


SSoSj® ©SbSdS^S ■SoS'45?^5&2So SJ'OtfSSo SPett SiiT^ejo^ 
s»&)OJr> n»s SSS'&oSi w5o SPO* ;5pfio5SuJSoabJ3»j^Jij. V 

sSiCo "S'S^JSo 20®«»n» tT’So-CPCb, §'oi5cr»<33jS^ 'SJ§>ttS, 

SS:el§*oeS& wS, ^s<> S’oiSCb 5«J§)iSS, ’SS'S §»odSOj aioS’S 

i'oisei aj^oiSiSS cr»!5o© 0»^S^Cb. (-»< ?l3©o-0 ®Sj^:Sr»J»{S3^ 

S’g «>C5“^©^ 5o^;3€r* j7>;5o Se5S*o5* ¥OF»g€r* tPSSJ'Simjj 

a^;g)n» (Sgt3oJ»0b. wcSSjS tfSSi ,^ao(p»apcJi)CJ»Sj^ fi^Oo-OJS 
SOi35oSSoa7?>oa, JSiO sigOs 24«3& Jjs^K^oSj we>di> se^s^si 

3Si\eo2^5^o6. 

C5 J 

OGiSSi® S&Sa 4r®“ 25®^ wocST’oSj '^o(ttoe3*ot3a. 

^tSotS fc»o|0, go^og, ©JtoGa^iSo woGlPoSa e^ex3©. 

14ss "Scpoa «ap^5* S3« a>5CjssoG3a«GxiS ©Oja^o 

ae^o© ^iSoiT»Go. esS'^Co aj©>SgoSa 3SS*SdSi©, «»a;^ar>iPG3^ex> 

-»« MocJiPSj^ 1655 ¥€r>g^ ■»< eodSr'SS 

"SacPcJi)© e)©o-u)oa. «#d3i>a ^l.¥. 1512- 1523 a^a^ s^o^ 

Jiai>& ©Gbacio ae^oo ■&©oa5S*^jj^&. ■aoatS^s as^ooa 

^ao ^^Jbl aae©^ S6*oo, 25 'Soda'^ea, d®ea (a»Kcr>a§ aon^Qs ^^^© 
s»ajge»75» aaoOjjo-ai&spj^Gs. ■SoS*^© aa^ooa^aj ,^^35 ssr'^aS ■cj'o 
HKtX) aaiS^oatsi^^. ajJ'S*^© d3r*[©€r* o^dSaea 3®j3i5 wo»as i^aj"^ 
< 5 -cr>jG). cJS^•^a^ >^ao5 25'3o aoa'oS* gas» 0 ‘&.So ^Socaoaao 

cpgd’g ^^!»a^p'3J^ c3»ao SdSa^ao tsOAoa. o»< 3S5€> aa^^o^rf eoo>a a;r>j^i5a 
s.g ^ar«3j^ j.g 3«iT»3j^ ^ajoa. cr>t9>r!»Ga aao©^ jaispa© ©"S a3goS*ccj»3j^ 
ST'S® o6*^0 dBl^•^©€^* ‘waoaaodSa’ sap'iCP'aS tx>n»0>5*asKa 

;3oaaoatj»35 25'3o aC3*«a 55)©5»;5)a5jn»aa ■Scoo^aoa'ea, AadSa 
Sar-e aoa«eo j^cscgtato s»g t-g gosa^aa a«gaa 
§*3j^ Cipacoea a»aax> ^55*^0 aaCo^j^ea S>aAa iiiPKxaOOy 

aaco»j^«aAo ■30^3 Soa^asCea, t-g a«go, ID’S© aoa*© aao S»a 3 feean» 
aao6^oau<53. © 0 »^© «»aj^©a»d3i3€a, aa»9acr»di>ea gPo» ^^333 

«3£5* ■S>3oa3&a^5P''3. 16 «€r>3 a3o<i ^ ttixssio cJS3«a3^ a»o©^S«o 

«oo» sp^S3o3oa. -»* wo«fij»3S a^^ ^eaao acoapao 3 a.cJS 3 o^ s?a 
0aoaofi^3 K©^cp(jS3oxe> wodsp^ 3oS*^^35 aa3oa3 3a^t3a3S*oa. 

<r>«3*g g;^a3 

4r>G3*g woiOia^l" gaa^^ ?pe50'2)O «r'e3PS»€^3 t»g ^7!»a3o. 


X 



w- ©‘Sspjsj. 5objs62 «»«)& Zo&a 

jeJ»2P^raS3UJoyo e»St3 6o'Sa. (5oe5:s6S5e» asSiSooS Sors*- 
gair»^e» fS^S^ 83;5n»S SS3d«c>^o SSoiS^ 6o^ ^dSSSCofi^S 

(cpsscootls^d)^ "^DoCSuo So apes®"^ S-:^oa. So4SS6&e» 
wi5^ePdi)Sar»^&o>). w SjiojoeioS^ aPCPeJSjcjISJ'SS aPCdS^csiSi, SSojSo, 
aPO®c5S3C»Si w'SaPSSb «Sojd, fy>&, aPO®dSjc»Sr®Q og^sr'oe: o'^ 

ealisiSb Sa®ol°o d?j§®ar»^iS3. oiSj^Sjdig d5oS&oS> SiSJ^OoSon* ssS^oO 

^CbSbo&^j ^g^€Pos3 e>^ ^cSSooSb^cSboib 

as^'t ^;5e5^db^, 6^<3b^5o ^*Ss«S5^o 

elS ^*3 «?©|^d2oo t^ua ^oQ>. 

«5>^jy.€Poe3S3 Ibd^dbSbeP-CPib^S^ «i>'S ^55«6Sb^ d^bSSo^Sb^ ik»1S 

g®?peb. -^l5e5debSbe«O^Cc»pS oebSboa 5P^ (1) o;^5 

aCbSb€P-CP5:)^a:b (2) l^) lba5ad:>'So?^^iTo«:>5o C4) aeb‘5o?1^;p 

5) Oeb^€P^«b^2b lbe5Sbo?^Sb^ 

. e^'S:>dbofib ^dblSo?^^S5^ 

gaA?y»eb. sso^ sjcp 


€5>13 



e 9 ^^aa-“-cr»Cb£e» (^.«. 1424 - 1503 ) 




€£g|^e^oa (siJ^JJge*^) 


isesdsj^ 

(SCbSSjoSSj^So^s) 

'S)J5SGjoSoer*-cy® Cj^eo 

(852^1^023^55^) 

(^s^CPoaSSo^) 

(^S^ePOtDSSo^S) 


Sa2SS:i©SSj^ 







■ ) 

'" r ‘ 1 r n 

2) 4) 5) 


tdS^ ?b6o-a ■6sjr>‘ SST'iaon* ^oes 


Xil 





e9^^SSj^-cr»a5^e» (l.«. 1424-1503 sh)oS^ OoJsCspCo. (j^O S>oa 
«S^5 ^«»s)S5j^5o^ JW’S(r> J^(dosr>aa ■aojdSe»f*S dSioJSj?! JSoSd^e ^exa 
u:>>« t5»^e3«ses)). »sao« ss&iJs Siel-cpo* 5i«®ge»5Pj^o:o. 

ggar“ "3 ^sp 2Sp»Sio^ S'T^nJ^ljJoa'Jk) 35Sr'^'e»^5' ©a>sr>c5j 

■2oj<> ^3e300'3j^ §r“Ojoo S43oSr«5^ SoSSd^Oo^ ‘aisiSett'Sorp 

«93^3jcJS3^7;»Cb &PO» tS3 SeSo^ff* S>o :So2t:>?^Co3 >,S»€y^cr»3^oa dS 
aolo^a es-csa ^gor^ &r>is» ■3og‘t3«^&3Kr»0j, a}«e5 

^a^s!"odir>^a BspojsjKt*©^ n»3o ss&oso assj'^o'^Sr 

fSSaarf S^jSo. ©67*1^ ©3j^S5J^CPSo^ §r>cr* 5)tt'^3 

‘3oe3go’ ©o«5* OflTo^ao 6oa. 

lS)6c5Sr“«™^5’ SSr«>2S:)rp^i^5*|D, €s>^Sj^iSr»’CP 

‘SeP^eS^^^SSo’ JDCP^iJo j^CoiSo 
SSJ*ai)n»2^i2Pib. ^^SPCPO'^So d't) Sg^^!) 

OoOo£> ^cp «s>;5j^2S:>d5:>^7P'6. 

«s>^5^SSJ^>P>Cb^o5Pe3c> ^$So^SS S^^CP 32,000 (sSco'g 

15>olg^;3o5 5P“3 

jJSoCPCp’^j^ *^§^€>^^400 Sp»ep I5>ol5^^So^5:) ep^Sj^SSP-CP 

db^o ^SSPtS:)^^ lI>e5<SCboSi€P^PCb^a) CPA'^^o h>CS ^§j^o-CS2So 0^C5oC)o-CP^5^« 
eP^Sj^SSPO^Cb^ex) epS3®^2)oo^^ ^^§^Sk55:><9 J6ol 

croA'6^€3D «P*C5i3S 3®cao^5t^ ^SSj^6^5^o5. ^oey*^jp0o 

do^5€o2So5^o&. ?5 oI^^€x> epS)j^ i:>5^&5:)2S5er“’CPCb^o:) 

Sb^SJ^'a^S 0;3 dC532S5^^5ice» SP»CP €P^>g5P0 

* l) .~J» —j» 

Sol^3^ 14,523 s5J^^i^o o^^o ©Sg)«fc;p^o3o. 

Sol^iSea s»g «3^3r'xr»Qcge» 3oS^^iJo6^ ■SogtJ»'C5oSlP>3®d^o, 3«o?b 
g^acS^ a«2S7’di>c»o, SS>S ao(poi^ 3|«Se iSiSS®e» t5v)oiJ»0j. !l)t3^ '^g 

t3»C5o aja'tf^o, -&orisi^ii ««go 5*&&xifcspj^ax>. sjft&aa oisj^ot?' ^;§). 
■^dSiiS Soa^^do^ ‘aol^a e^g^oo’ e-OoOat^ 3S^t32Sj5*oa s»3 exSS^o 
g»^eso. 

©aj^ax»cr»eb^e» ses gscp Sjtpaja^aa, aol-ea^-cptsi^sa, a^l^ar»-cT»JSj^ 
aa ga^a<pafi^ ^cpesoc3»a5«>spo5, «pa.^ ■Soso 

ao?)5 C3»© csp>J3a sol^a s«ts^cST»35 ©a;^ar*iT»&g«» 

©a^sir»ij»0j^©spib aoiis a»aon» 63^^ s»oo^ ^eoes©c!»aoosr»»o cjs»a 
aa5s»4)a>i5on» spds o&s«€^ ese^ocpoo. ©o^ sf»4Sj. ©a^ajc&^TP© ocsaoaj 
«a) ga^j^a e-csa^ ©aogao^oo gr>cr>. sr»e> ar»«3 ct»«o«^ 3 ‘«ecw «©c» 



ar^js cr»«o€^» 

8csa ‘«oca5 «5c» a)^o(tt secx iS®??’’ »'S o»aj^ esajsooOoe. 

^aSs tooAjoJ^fi^ iSotta’JSjajr!* AoiJiT* «stjo da»j6 s*t>o€i* 

(4. ¥. 1487- 1490 a}<$^ s®oo£^ JSiT'^ottd'tas Stsd&SKC O'er/p 
>«5S aeSjoAcrodSio «i>a^ar»a»es3^& 6o^a. -»« aeJboKcpasseo 
«o^ ‘o»aj»i!S5^adS3o’ s»ago (sr>S>sr>aj. 5oajj.jdo®*_ ‘d»«n.jj?3^odS5’ai'3 
s»a^o sjiJS (§sds$a) 3^oa. a8^o7^0°<£b& eaj^ar'-cj'&^aj •cT»er 

TTosoa'iSi. «»co5S(' wa^ascS:^ w^aiSua aa eaa 3 d 3 a^cr»s 5 ao'sooo 
e»aa5* "Scjad^ ct®*}* aoi^ "Scoijovpao. s»a ea^^aocssj^ ■Sostj^jOia 
Sba aao «* ao‘2to iuda'^ts*^ ^5»*a3. a®js* oa a>j®go»jaS 

a^j^aad «a ai^s»sr»;^eij. a« .ae5)o«o»«3Sjjsj K'a^ ■fiosta*^ 
a&aj. 3)daj <r»o»aao 's-i^oa ^^aosp© aa^^as s*d®a®eo, «at3 ajoa 
d®eo, (>s»cr»e» S^oaa'Sj S»S >^a5S»6S a5*j^ 4»jjr'e», 
wfSCflpeti aoS’fj’^as. ibtSS aoDoftoa 14»»aa®«»a®j^co5, -a«ca»a dcoajo 

6*Si goa»« a®ar»a583is<3S5^o7s»a «a;^3aipa». iejoasi© iaJioa aasxs aaoi 
jsT'cas’a^o oiaa§ wolao ^Scssjudoa. «»oa5€r* aeao«o®<si>e5o ‘^^■4o^(a 
a®a adsr^ada cr®«s’^’ aa adoaesAspSi. 

‘sol^a e^^o’as'iS ja^aaj) 3ai?b ^«o5!»a5 msoot?' 3a_^ejg J^oa^^ja 
|Xoq5»a^ (P®5>ajpob «a^ap‘j»8j^^ gassas, edSaa^^ ‘aa gao® icpasa^e’ 
a 3a5?b aolaa qgoge ajOoaa© aoao, o®4?d®g sj®© aoloa^* d®^ 

s^aj ?bc»o€^aj e»aj^ar‘ii®cci^«> aoS^a^ [ao®a»e»n» Aoaoo ^3aai gD®og 
aoAo»aS MdSsa ^Sfea 6*a*c3»a^ ao|«a»on»3a® aa^^g fecaj. 

1. wa^aj'-o'Oj^egj 13 «€paA^ a»agajr*eo cr®«aaeor», ^^a7®-a® 

©j^ejpa^ jiPKaa ao0cy><5Sr®aj^ adisj® waj^ajdSs^go ad^ae^ 

l^aA^ 3ao?bA^ oCp s®^a5. ^•^aj'-cpa^o ao3»A© aoa*© aaa®«x)- 
aaa®^ s»a aoloa«^« d®aaAa ©aa«»s»;§>. ®oai;3a >A able a 
^Spcp^a^ a^^ooa a*© ga wa^ajdi^ eajS*atooa® a^^as. ai 
a^^^Sa wcfija ‘Lo®a53*’ o&ao ^©go. Soo'asa^eotj «ca>a) 

iu3*^ «sa «0(^csi>o. n®a o3j®«^'^a aole a >ii«o®^aS 3a5^J€l* aoj»o 
^Qjapaaji^aj'u! 

2. 3a>K3 aolo^a qg^c» (Xo 5 !®Sj^»^ esaj^ajdSj^ sseo®'a®©j^a 3 ^L^a ‘aa 

aoj^’aj:^ ^a&cp^a^g caaca^ jpt5h»a®a^ ^aoiasoopaa 3d®^o, 
‘aao’ ©a^s^aj ‘aa aos^^’aS ao^j!3'Cj®ao esa^tpo-ci®®. o®©. 

d®g a®© aagaa. aaaoba:e3'-a®cb^e» aa 3^?^ ‘aol^a qg^a»a’S 
‘aa^c^ca’a^a 3®aj®oaso aj®aoaoo -a« ®©|^dajr»'3j^ oeacs^aj^a. 
5?oajdab esa^ajdi)^ ‘aagaa® ao®a33»>as’ «cooa®a 3 sasJbA^. 
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3. sojos »oAtr>as ;5)eo«soa»aj« sj»6«> ‘Jjcpjsjsptsj’n* <Dc33j^ai>oij»03. •r»05 

wS^SS^CPCb^ w^SOo-CSUo "acSiS ■CSJ'Sejga. «)aj^SSr»<r»«3^ 

3'^a.o «S «'»S3«SoS, S^^eon* a^S<Soaej& 

Ao&oo. (SeS «»';$&» D&Tt* dofioo aoAd aa)d5)>0«2S:>o $e> 

aoJb, 5*e> "Soesa So&o v)SS5 aar»2i> acJoeSs cr»Aa aoAa 

wofta^oojoesS) sp ae»^»o). esjSj^ssj'ij’&^e) ac5»^ 

tSfi^fSr*’ SoS ■&• oSiOT'^tx «3«J3 o^Sjo 45'^ jp'So-CSa^j. «a>ao2) 

S'Sj|^oi3ff* ^gfcl'acSaj. C3»Sl McSSaa o^giJ^ ^T'Sc-DiStaa S«Sj*ovSa^S3j. 

a«Soi^ spco'^^Sj d»cj»© spcb gp'O'^eb. spt3s> ‘;^ oocj*©’ 

wli ‘^5{5CJ»CD’n» SjoiSStjZiotSjSJ^^ooo. SdSo (6c^2(*o, 

M^i^n^oTS JSXP>»J 0»ifc^e» So) ^00“^fcg^a ST'e^'S s»£^e» 

OP»«r> acPiff^ aar»iSa csecr»e» (iSjO tx>C5«e») 5r»cr»^0arf jsjoa'SSo^S 
Aa^2>- aa ■csgcs»e»a^s gr»c»-6i3'j^co3. 

4. »aj^<3igSj 25r*o^®7 aojj»a5 «oae »<si)a7»e» ^a'S i*oaoa 

;?a aoA« C5«r»^g0 ^K5j»oa eaj^aj’vP 

Qigex) a»Si& »dao«s©ar»CT»aj^ l^aoa ‘aa-aaj^aapa ^dS<?3»«^aL0> 
aoS) 5 r»tt» ij©oaa^S5\. sosS iba fsu 6*a§oa. 

xJ « o 

5. d^e5dSx>«^o’5^ J^cpjg SSoS!) ;>e5 C5-C5;3^ 

S©Ao-Do&, SSoD£^^!)& ^SSo. CP'S 6X>0®e)^g 

D^0oS5e)e:k>€fooa. <r»sp;DS ss:>5^s 

tSPSy^^^ («Sjpo-C5uo ^ SS£5o€^ ^oftiSa. S3o2) JiSSJ^^So 

6. -DSSd ttoCSo (•C5too)€r^ «p;5^SS>dab^7?>(5o “icb5*t5 &PC5^ioo 

3<ttjter. iorfcs^ SjOoS^ JJS !»&. 

7. ajoS ?jr»^5? aStcJSaoTV* esa^aj’-cxoga^© 5v5a esSiJS ^a^o «»aS)^oa. 

sasJij wdSas iSdS^ acoa©®?^ 'SjSftoa. aa^ ^Kotp^eo ziao 

sj^'sa^^sr' ajfiPK (5Pcaa«ocr> wsJbaaoa t» ©aa. cj®^aa*ago (pJbar® 
aole,aoS3 ^Sj'd^ 7r‘Qsp^^ aoS>a^p^&» ©a^a^cssj^. 

s}©»«, aoifos sa aoo^^e>:3 ^a^«j»^«^g eaa©j^ aa ao0a»<3i)on» ^a 

caasoa, w aa oaaao aoAa oo^j^so aao7?> (Sq®«jb5»©'3 (acs^a©?^ 

wcAsoar®, aoAa aa^dtss ^cr»a3e» kc» ae adsjajo ^sjoc® d^cpaS’Seoa© 

—o' c* 

3J)^a a©«j®a^ (^S3*oa a«a§ ao© saiar® aacaasi e^s a"S)^s»^aj^ aaj^A 
«aj v5&r»oja a)a« esaj^aicas^a. (a63©a© |So®<fc2 •a<fctpac)s®o'S"aaj^a30®©ai 
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5»&>, aeso^ SoSS so© goiSo5* (SaoiS 6-aaSi^ O'ftfc 

aj'«fojg)e» "SodotSl a,s aao^d, i^oem^o '3o§®S) ais© ada c-csa *aoxiotis> 
sa^aay. a^a* ^s&sa wds>a caa^ aa sjj&a. ass»a o^©& 
esdsS'^a 6c®a§Poj»e» S'oew. a©Atf |aa©a©€r®a5 0a©a©^a5 

wcSiia e-s aasa^cJSs sj®a esaa-caj. waj^ar'-cp&i^ gi^os aoA«j®al ^as?© 
e9a5^fi2j'©-oa ©©•T^ea qs »aa^s©aa-a3j. 

;^&os>ga 

esaj^ar'-crogj^oSs d&ajoas^ «9'^ 'SiOjKea o’C^cJSsoao ae5s©«a^ 
S’eSoS) g©ft 6©45r>»tij. or>«a«g ©a 0Cb'^©K«a’a3ac> tfa ‘w^aoJj'fi. 
go»^cj©’£r®a3, [l.g. 15465^ §*ottl!)ai j^©«s©^a 3otts«ip>eb a5oao©|rs« 

ar»oaj "SogtiSjCoal cpa© ^Sia ir“aa©€^a3 (was wcgaa© ar^ai^sg 
aifoaa^as §*aj^;§pss©&) ^Jae^^a sspeo^as^^ go 

aoS>©«aj^a5 «sdo d«a&sa aa^a^ (oa^ e&'S©««5r»$jao), "aa ©esoao© 
<&^o§®sr»c» ^s©o -s^ ae&©«aj^a5 go ge c;a»daag^ tsccua 

a©S3>© i^feoO'gOn® (oa^ort® ■ S»g3*ca3a») ?b6 ©^ SPCbSP^&. 

e-g €sO®o°8eslDa ®o?®0^30ro^©. iJa cpes^ a60®©ar® 5«o©5^ SiSo 
SCbaoogi 6gcSir*(a 3aa ^acpcaoec (^l.g. 1509- 1530) ^ 

ir®gO®g gogjtoooej© opo§ «sa [0®^) ■ap’iat^ s®aa®a5. o®g0®g [^“ap’Oj^ 

sp^a cpdijogj «9(«D«0on» cpa© ^Scssoto© w'ts> ajS’g wgjo^ge'Soa «>©5S©. 
«p«o®g jp^acpdii©& e3»a© s»aao5® ao5>©«a_j^ ®o®^a«po§ aS^©n® 6oci 
gsstg^^ a)®'^«o «r®or'5»^o ao©‘laoo |^ap‘O§d0©0^ccoata> g'oad 
S^O*. a©i5*^«©55®a> ‘a©g^o ae?5©aaj^’r!» ■S6'^©ij®o:o. gogg 

a^cSoa© gdOj^si^acpiSbio 'saj^aon®, «i>3^u© aiCP0l3©aa waaiS” ?g§*a 
dSjQ'soAa 5POO«3^©a. -a* ^K©ao o^^3^0®o§ aoa»spoA®a3 epa^cpol 
a^S'^gorpao 6©tjr' cps"(gd!ir®Oj^ ■^a<S^©a’r ap«0®g jp6Sioo©£T'^ aa 
^asa^^o^ ^aao^ooaipao ®oo ac®^© «>-aj^aD®c3iiex>! 

0»«o®g a«»ap ^aaaj a©a)o© Lsgs^ ^ /r'o'oa cpajsoa^g 
e^n®& ar®o©oatx w a©a)o©^o «)a^ar®-cpe:>^o a©l^aa^ 129 

a©l^a^ epa^ap-^pGD^ogj ssao^^ ogcsaA® aa©0*co3 ©cb?aac.a^ g'asg'gso© 

aat^ s-g a^©K^'^a aj®aa 6oa. w ao&©0: 

(^CP«0 

‘8x3Sj«» a©ae ':s^ • 

acSjar®© ©&« spa^es’CS’gsj mi\' -(aoo) 

(®p®£a^ aol^aaueo - laoa)o©, 88/89- 1980 aoO®aa (a©) 
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(SCJ»;3'o«o ^ g3g«£5;&»di>3 i.^'6^ «;5^a. ^ CPSSsSi 

£r)3C^n»CL' CogS sS. ^3Sn»a ‘SS Sg 0>(3i>3 S»3^^35%o3iix)’ !bcgo«S 
SP^337»0'Con» Soog>o ©iSiSsogS SSI'S es>©6j ©3 ‘«P«3© 'SjJSSSSw’ ssS 
i«oaoS'* ap3> 3e?5oa“aS ssssjjsjsaa «&ospi^o3 S’aoSsaa 33 -»Sj 

ssi^aatl*!!. geTi^Sj^ «siSj36oO 3«?JO«3^go f'JSogb e-gj^iSj S*g iJ’CPdiics, 
©S^sPCo^Si, €5 i3^;1p&>^(So ©"S ir“Cb- SSi5?^2b AoSJS*-^ ©eo^oaS ©CoJSjo 
go 3Js^3 eSii^pasOgoTj J)&> (^Ss^tiCSj. &Oj^e3^ «53j^3r“'CJ®&i^ 

30j50«3;i^, gOgO eS»<3S53S^ esicosa ;^!boS*gO ‘S'S^Co 3^&o0 <5*^3 

efooa. gs^tSS ^ O3.c3iio ■«« &©5^S oeo &oe>. 


T>aa«3330.^&^ 


'ol)a©CbSS3«7’\J®Cb^eo 33313^00 (l.g. 1473- 1553 33$^ gooes'^ 36® 

jptto 33^3a3j. ^0 ©® «93^3r'-C3’032e3 aoa’g a'»6^ ecD33 

!5©0S ©Ci3SS3e>cS3^ 36330^ ©S ssjaao 33o(^ ^odsPgo. j}«S33 
3330. ‘Saaria A cr»3r'33f3 hc^oiS 

'&SPo^-CP>S^, SSa^d^S ^33, 3(e3o«sa’ esi^S aCb&ea 6o4i'3. ©3 

do(S (OS'S© s?©a3 gcpict® 'Sog'ts^^&o Soa 5*i3if'g 3ol^3 ■S'^a 
sr'5j.-T»a3. ssio^ s»S 30£?> aaaAspeo, g^o??>6 aoag33o, 3(gsp^>33o 

ao, «^or(»e ;^«©g333, 6£y>3'ec» s»jp^ei3, S© Ssa «©g333, Soac^a 6Ka, 

'<53a«s»CPe33, t»o(a'ScPo©333 (ss?i3&©), ScOa !>53o¥3a3 (aja ssojjco) esSo 

OOocr»iS3. '' 

-S<cSS33 Oo© JT’a^ sJ&So'to S^^03SP33 €r<'33 tjca33 ^tJ^oaos^dS 

33iP>a3 ©cp»o3»62 a6^303>30, S^So ©cr>e3 a'OS ■3j-»(g^03>S0 agOo^Pj 

ao 3a;^aao<5*oa. ■Sog't3«^6>503§ -Sic&a g^aapco, aLPOospg^, 

SjO^o, lc»o?b^3S3, 3o3^33co(ao, CPdiioS^as, S®33cJST'a’o3®, S’oocPdS®, 
0(6?botj3©, 3®2^3o, XoS fi3T'^SJ)Co 0'S ^rpaj^eo 3330^o-iT°a3. 0-33^© 
CP<S3ei3 ©35^3 !57 »o 4, 3o«og*o (jpaiPoaP Sp^OdS-cp^So. o-33^©!PcK3o 

3^0© 

SSsSPas. 0'33^©cr®cJS3e) CPa^d^e)3 s»e>oS'* OadCbaJiCo^O 0S^¥^S®^035 

gp-oo -©tc&a S’Oj^ 0P333O3 3330^o3P>ao. <D3*j^ sg^agoeo Scd30^p 63. 
3ol^3e>33 OPft'SSio Itba j^o©30vr»ao. o«p^5^ bgo^ qlj^«CPCr“cJS3O^P»^030 
(3©^ SocooOPas! S’Oj^ CPft'Sgoo 2ba 3ol£3to 32^3 [SPcJS3Sn»0‘&{53 
o3j^33Cr»s3’ «» 6oa. 3o^3 iJSoJPCo |l.9. 1540 330<S 3^3 

ao-iPOS3o©*, >t3n^5^5* 33(^^©on» adOoa. 

as ©ebS5«j»-ij»<S3^ 


oa^asoa^iSo wc&a^ ^cOs 30jaa 




■ao oo.s=o.c«s.^ -sa 0^6 l^5:»SS>€J“CPOb^oSo tP^^SSJ^TT>i36^ 

3©S ^aa*'*^3^S!^o s5*o?S oa^^o gSAoa. -e^diia ^l.s. 1493 - 1553 
3«ki33 3©0a»a0 33^333^, ^U<iS3S K^S>^ Ocp^oSoao, ‘o^ sp^t® gO 
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■CS|ga^’ «» a!j*oOasr»ii». -Stt&S Sr»s» -cper- aol^JSea e^JoCP&j. 

«^«?’3c»dSoiSSo 5r>cr»^Sa. BJtoJijff* qS^csSSu’ sjIS (Ko$o (»P4r»JSo. 

^(SSiis fiajaae^s K*jao«cr»ts>^ji> s&’^tS^&^ss^SiS ‘t&cssx>’ 

(fPSioff* JS3) MC3»dS>o€r* »no wao 0(SJSP’»off* vHO» ^itfOwr>J»a, 

aj-'So€r* ay)«%?^ ■aesjSsS'j^^S 

^^•ssr•SJ^ cy>!So 3-r>iSj. 

2;5)«5»S SSi07P«J)i3o€r*S gg;®^ 'SoS'tsg^CToexSST'S^ dl^HgOo ^Scojo^D 2*^ 

a(«ss«a;^ ^cojoOoa -aa (®.e,^. sos^oo iv 

- 144 ■T'JSao. 22.3.1540 ijotift) ssdiSo SiS «i»«rp»2^5 

j?'2i^s»c?S«5jo S(«a'o«*>ta> (S®^ ^S-r»eso. %?»<& S®5§>o»3S 

a}&2%® «a^aj-S3'C^, ■5>«S d0jSS5O»vP«Sj^ S(«a*e» s^o^pesa. SaSo 
(a'^jjoan*^ 53&2^^ daS)Ax5(S^ ®&iSjoaa csr^^abaj^ «a (sa ©cjaaepcr* 
Oa^o) a(X3*1ia 6o6. TSaattOao^o CPon®'^ ®*©»o<So 2to£5 

»a^SSr»or»«aroa aS Uogtag^iSaoaa a7®^«fca^ a(«3*o 6oa. 

«J^S acia»^ SSaJ’g* aoiSo lb« 6» ^;y»^o^a ‘Sogtagc&a OSSSa^S^ 
■cir»s^aba^ nts d{Saaaej»-cr>ea^o ^^^!a»o Aoa. 

0®a>g gataao£30 «y>6 S^XS^oa, O»ao»oa (JSesa OJSaaoa 27^ 

CPoa ^!:)SPS> SSao7t<'55)5ol^S -ai^SPodSao®^ 'StSl i5(aseaaea<£ ®iJ»^coa. 

1)0 ®&'£oX©S'$aaa 

s?a«Sa ga^SaP^,’ ‘Soft® a€^a€?»^aSaa’a SadoStadasr-aa. 

qas ■&>a«§'aaga lSjSiSP>e 'SogU’ea^tta Iba ®{Sa^o««^eiiaiSa fir«d^ 

5r»taco iS'&ipaa 3d«\esa. ■»« litt OSa'SoXCSPaaeSa (l.«. 1546 SJpCc'Sa 
tfJSaa CPDoaSoa gsJuJSaaaoa. 

^ n 

os d8a'£oX«s*$aaa 

siaaa et^SaS^lt. gCP^nSaa, a6SSa(3r>fi 0eJ®So, d5[»SSocS5ao, esSj^SPCPCS^ 
Od^a el's 0oo>>e» (»r>JsSSP>aa. a^aac;^ ao. S^srSi 'Zox^ a^^SOeaa gr>Cj 
«®ASipaa. 3)a&a aoaa;jcr»aS 620 soas^ aeassj^so®* g^oesStS j>o«y>s 
assaods SoaeiPeSa, aaoSSo "Scaa irr>ar»oaa C3»ao ©a^SacSa^, 
lia 0{Saaa€:P>cr>Ga^o £sa^aa®oor»aaSaj^, aS "Sa ao(d «9CoaS SCJaoXSj^, 

"Oaajj^ «scaaS OOa13oX<^a^9 a© esoaaS ©eaSaoSa^ es^ SP6 ai^€J®0»Sa^o 
S^cSa £36^04.^ SD0»^t^ iS'apaa. -a* c3»ao ^l.g. 15465^ 

tsSAoa. ^'aSo TSdSacadoa. 

>sgaoo5paa aa'Se) sse3®€» 5»sagib^ 3(aaa gao ao«oa»0a asaso 
5ae>?;a{SaJ§)e»n» 6odot^ Oaaj^§*SPj^ga. a« Oa.<ar*Ol £.g 

'ddSatadoa. 
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dlSi'£oK«;5'jesJS4 


0^63 «iiSi;3oj g^ejJSotfcoa. s)«SS s^dSilba 6odo 

as ooiDs^^T'Ao 3«>Soas 3^&5. ^So SsadSiSxc [SfiSs^a scy>'sacpdai® 
So ll.?5. 1544, 1545^ waoS aKO &d^ S'oS® LoSS es'lS ejiJ^a^CPoas 

OV. OOA ««0 V 

^5»oaa4^- 3e»&oa. il.«. 1559^ oa3'5o««spa36a (gaa ts^^s) 

60 ‘S 3aj^cn=c5i>aS Ss^sS s*sj^ sir>aa3«»o»ao S^a^So. 

©ssSoK^a^ 

ajisas sa f‘'ao&. aj^aj ao»^^i3oS‘*s «!ia3eos»sr>p^ 

3a:«3€r®2 soa^ocpao. ^ToaLiSorpaj •r'aa^sl sj^o (S^as ©S 
^p>^ao. a^ao^toiS s^a^^ss^^so ‘ascpsa’ ©S aoaj^^a p>'3’ek>. 

^dao sibas^s K^soacp£s>^ao sep^tS^a^spsSn^aj ©l«a«cps^ ©oa 

isr^eo ©^«3«ao^ l’oa«;p7PSj^ ^l.«. 1554€i‘* cpao Sa^cbj saj^sos^s 

©cb'p^'s^ebair'^&i a^oo^6, "as^otp’Sj^Sj ^^aj^^as 1553 ^ 

^•uPj^So. 

‘Saaj^ ‘iostj'&^as 

©aj^ax'cpcb^o sj’iifo'sa ©ibasepo© s'aoSejao. 5 |daj ^^&o^^€P as 

cscSbo ©S So?Ls^O_ja!l aoesoaooa' v^ >aS«jap>a®«s^o 

©S 0o23°s^ ip-s^ao. 

"sa ©cbasepcptb^o I'aoSiejs ©gs^odboao aSoa 1565n»s» 

sr>c» 6oas ^l.«.1560 (»>»o«so aa"! 6a^o3 5*cbefcoa. ^ sjojoaospjb 
©cba© Sog‘t3«^e>^sbS ajaj»cb aptocargoSjoe^ ^pt3Ss (3^5* Soo 
CPJb. OPgaPg jPSSa SStP^SS apJb'^Jb. 3aa?b gSiS^o^r® 

©aj^aidb^ ‘©aosccjoSo ©oasjpaj. Sboa «g^o s»sjpas. 

oadJba^cr»&^ eaa«» 

ep05f®2 oa ©cba>ep<r“Oj^ caaeo (1) ©^sp^?" aoaso (2) aol^a 
qg^cso (3) ©tpg©^, «^on»0 aol^aos. 

S)t3«^ ^ ‘Sostj^^^jibs Sba aoasajoaso^^ (1) aoa^^«o(2) (^g^«»o 
(3) T'at)S (4) ap«a (5) Sct> ©ai^so^spa. (.6) |d»a ^7) wsso© 

(8) «pa. ©S assjd «pa.^ ifpJjJs aoaso (tj'Sooa aoaa^^e 

aps^e ?ba aoasb, nsaapco) 7.11.1537 spas cpft Ss»e>Sba [spoxoao 
&0&. ‘^et^a^&rp ©{base ©{bao Sa>a»os»<boS© “©aj^apo^tb^o ®©a 

Soapjb© ©aii^efceo” (The Minor works of Annamacharya and his sons) jaaaj 
ao^oo (VoLI) ©S («oao«* aoA© aadbcpaJJPCPOi^o s>ti^'t^a (Soa 

1935e‘* ^-cbCoaiaSoa. ^ aoaso ©a a£ba3«r>^p{b^& ‘©§5 tp^ss 
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6s' 5 a&jiSo 5r®sstj»a§ s®J5c3orr> gJSeiJSo^oa. 

0:3 saiSSsePCPeb^o Sol^Xeo &r»c» sjcSSjSS £§ 3 «S S'ooS^lS tPA'SSio 
liitt (^cssjEjcgcco. ©e^go 6escS2oft6 ^aap^-cyogi^o sp 6 ^^e3g0»^5S 
■SeaSS&S ar»g^g jy»6 g^eSboj-XVI «S’C5®^'3^ Sol^iSex) 

^iT'o So5®2t)^a ^o7t®C Sol^Sew 1962^ SScoj&oSud^^. 

Sol^JS €^£30 ©"^a 2>C5»^eo (elC^ S^«J®e») 

60 ^ ^«o$o. ^s> sol^3o iin>;5 6o'^sa°oJ5o?tr»6j 3^oa. 

e^oo- -aOi^, JSaJ^e?>«o. 

aol^;3 qg^wo^S :5eii3 as SOo^Sj^estS «y<>g3f»g ©S^SJ’-J»{5b^e» Sole,S 

qg^csSb'^ 53o3Stx Be»^oa. SiSo'^^Sa^o 

S3<?^ Salto'S!: s»&oC» jjogd^g ■aaS&Sjer’-CP'&^eM (aSp^s) 

<ao^ &r»c» 3§;^oa. sa^o as dOoSoeP<r>&geci 

ds eSoja ©CD3S iba ®03S5o»-cT»cb^o ©sjSiSS* -»« 3S3?b ^«o{i^>a^eaoa 
stx 3^oa. sa^iSs® sa®2a^o^ soi^s qg)^£T>a^ ©Sisosj^ 

(‘ftSCP^s:»£S3>«o,03?<^) 3SS3?b Sol^S e^cj ^«oa OaS& &S(gSboaSt^ 
SejjSioS. 

—o 

©Sj^Sr®vr*So^o SoJ^Sew 17.5.1535 esSCoesS'SiS' 0?>aa 2)^oa 

StM 3©di>S^oa. Sol^So5®& CPA’S&eo ©S^^uoo, yk^Qolio, -OiiouOo, 
!boa«aoo, gas SiiSjj^Ki 3*og3 5ostx ^exssjs^oa. s’a^ op«S(«(Ko 
3Pe» ^^HoKo, «So£S“:gr®5i^ SPdSitoJOUO 

cn>Sir>a3S?«goa 0-CP>a»SS So-CPCo SdSi^oo^ qa EsSAStM 3e»^oa. 

©s^sr'O’Cb^o Sol^So £sS0oc3gar»^a^ csp-as ass&Sicn’cr* 

C3b^e» «SS SSifc Sol^S SPe»«e3o?tiex> 'SacD^ SDaSsKso <D& 60^ 

uoSCPg Ssa ^^■SortD3t^CSja wodboCT* SoSg 0<^CT^gSJ*S s^oast.^ 
3S^t:iki*foS^a. ©o”o 43 ooacp^ IbaiS Sol^Soib S^a®o5^ aep 

^Cyo^ 6C3»a'Coo5® SS^oSoo gJ’C® zsOftoa. 6ac3b/\d 

■cr>aj^© sp{b aoacp«S3 1949^ gSo/T’S’^j^eci. aa^ uoSiipfe ajePK 
S^oSaasS* a^^oT!® ^ScSbajS^a 3oa> ^er‘aos®eo Sj®|«So gS3fr“Se5a S6 
qs^ostjaotsbs^a. aos^^«s, cpa.^a £-g sol^s a^cpeo, KS>s»e», 

©iSsPtaS^ a^SoSad 60 a. ‘6c^3'S», ■S:>er‘SS>3, ^^SSu, ©oiSO, ' 

KSxi, &«Sb, wS^d adbSoSiJ, Oa?oS, mO, gJ-'5gSco, SSS, ©a, 
e3”^S<5, wasS'^S^’ SoO a®65r®«3.g Sn®e», SoSo, Sao Sot3 50®s» -S^ 
(8eP5os®o Ssa gsuaspcoci. aS ©(bsbep-cpaj^ospa) S)t3a w «eP5e)5»o iboa 
7.11.1537^ 3S^oa aoo®sa (^as®a®a®£b^o«P6 ©a(^cSbo. 
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SPOb €P2b n:>OoO 1^dl) t5i:5;5€a>- 

XV ^0^5)00^ (1961)^ «s>i3^SSP>^5^ !:>dg£^^ 0^5 

4»cbsso€7«a^6^^o spo :^>oI£; 5€>5^ 0^00^5 XVI ^osj)tj«^)§ Ssdsa^;;!) 

2DS5cP€0(p»^db. "doi^ eo^€x> iSr*(^o e)$^o iPS^cooiP 

e^oo ^er“5oS®e) 5bd$ (p>coooS3o<io6'li5a "^CSii «po^o. J6^cro€i^, 

«si>s»€>:, sgd ssessipff® ^^€Pg ^e5oj^oiPt3"l 

6o&oe5^a> 13oi® «5 >o¥o. 2>ol^i3 XVI J6o;§)Ooa^ ^^doSSe^g 

iPe»?b $®45® c5i>CPCP^5 

B^ib?b qg^fPi!)^ I&0-CSr*»i#CP^i ^e7®2^s^ 

3®oaoiP CPAlS^tJO 4iPj^cco. Oc5d^53«Su>e7®CP^^€D ^^5 dl2D«$ 

S^o£^;3 CPAlSsbo JbeS ^CP (p>ca:>o-CPe:^. (aPoxoOi^S 

S^o SSr®^po iScSbo^S^iS:). 


1922-23^ €dr (p^foco ^§>ePSSg^ spC^ 

«>p^Sir»OPCb^e>, spO o&o 1 J^^oc^oo (The 

Minor works of Tallapaka Annamacharya and his sons’ VoLI) 'i>6:)^ ^o&i3 

3adS.CPJ&.sj»cn>&^o ^3-e »o$-ag€Fj;S 1935<^ ^Mo&. 

^o5^£S^ 


e^CP^§ 'Soi&o ^<Paa os^i^SSJ^CbiP^coo. 

lb^e5L5£i SSa:>(pe^ "3o^6 CPA'^SbaSod ^^5o. 5P^5a CPA *6^0 

f)o6<'bod (pp?:>^ ^S“So €i>coofP ^ 

CPA’S^o Sbd ^o& <0^ ^p>’S)4opj5^ 3d;3 ^bod d^ppj^^AlPoO 

e-Cb^ “Sccoo^iopyiS^ ^pyeo £)C5^&^4.^p^D» 

(^^db^DSorP ^b^po ^5);5 CPA'^^eo "Sog 
t^g^e iSco-'^dSio, 223 fJ^Soeso’as^jao 6«g :sr»c» £iO, s&sos^ osS^on® 
6o£StooSSg CPA'SgooSua ^^SX'dgort® (KJyo-a :S»(a«# Si6 

agoo sOAoa. -g< Soas^o^^ sacpsa ; 

1. 3^5?^! ISols^ae^oo a^Qo z-S'j^gj^tJ 40"5io.Sb.xl8 ~S>o.!h, S'oSeoo'S 

^eoTO !7°/\'3 &o S^a ^oa. (^£P3 O^A'S&ej&i ^(Sg^O” 

Aoa. ^^?5a sa o3°a j^^p»aje» gg^a^^co ^dSs^tja^aj. 

2. |SP>3 sas?? ©croao^Jr^ cCPogj tiiSico ^CPao>i;CP>eu 3'^ac 

v^voasoj ^eaa) «0 

«y»^e» a^cpe)3® J§)oa. 

3. oSco^ad^so 3^c3x)gj^. 3 c5»^©ji^ aj'^5*oa. s'S a®A'^5jo Itoa aa6 

acy>^^)§ 3^ «>o1 ar'SjaSoa. aO^SoSn*, ‘ar“ea?b ^paoeweo 
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5*8 at3»^sS ajcJto^aoSjiS sio>^ Sosp^ 32 v5r»ae3as ‘sj4.sS5 

d*£SoC9 4i*s56...-’ ^,S® •CSX’SSsjdoG. ^ 

(assj’js'fij s»s«o. 

4. 0»A TSSi^ ^S,...’e'5 SfS^o 5’a3^S*ae5^on»;S), ‘ 3S>a 

D»«>s <S)»^css5...’ wTS ses^o s6* aa^orpau 6^;^. ssoc^ad d»eo«^ 
ajjT 2sasan» sws:s5*2)ci^d5a aa»^ri» d»5o^ cpA'S&o !toa 

S5^Sg^g5^■^o g*s^o«5ofi». *“ 

5. 0®A "SSjeu ^SoS %6S5® ^j343e)«^«S5^j^. *‘v% yCi&i. O'ST'JSjtS* 

e&iS^t o®<5d*S ®iJ»j^SS7*-CJ*Ci5^o So^ST'jSbtii IbiS ©&JS3«;'iT®83^ oj»0 
SiJir»&iSi v)S 60>S50*'C3r®8j^ SttC^oiSJSj}. 

2to(aa >®o ‘aa^^ottaM’ ©"S iir»*-j«o aae^oa. cr*e?» 

jSiJsi^’SiS ®o«o. jAoas^ •#« aaa& ‘saajoaa»’ «*'5 c3»a^ ao*^ 
dijsr>aaon® g-J^t3r»aj- - ^Aoas^Sa -84 [AoaoS^ ai:oy)£'^a (a'SsdST'o^o 
‘aaao0c5»c3Sx>’. 

e.assjS* aa^o ■ 3 ofi® 5 ^o€r* aaao« ar»tocBi?t) t3»«>’ ©"iSa 

a»ft^&o >so. aj 3 (ad >eo si^cp* ‘c5»<?>’ ©» a^o;^ a^a»^ao5* 60 a. 
^S*aoAo ©jg)«3boaaoao "Soai d»0»or» ads»%. jaasd £r>&oS* aja 
‘c 3 »&e)^>®’ ©a aoS® tssoAo '^sjoc* ^o'JIucu aata^oa. 12a, 

15a 34a aci®^^a> ‘cpfeod^s’ ©a aacc* ^cssiao esOAoa. 

7. ‘aole aaa ^a....’ ©'S d’au^s'aa^ofi^a :j»€Hr>eio ‘sos»o«ga»«» 

aoaj ^ajasa aoaS"’ ©a ^o&. (I A« Aaa ‘aoaj’ ©"^a cr'ft^sj^aj 
a^nad d®eo€i®a> t-"! aaon» aar»aon» s&oa. s»a ©oo aen® ;j>oaap. 
‘aeas’ ©"^ap^sj ‘©aaep ^ao’ ©'^ a'lj.^do asa&oa. <sKaoaba 
^aa aoloaco ae» os»«i »© asa 5®a aao gos^a'Sa® 

_« —® <Lm. 

di>aj3a aoa g©‘A ?fos««os»«» ae[oa»;§)ao’ ©^ ©a(><jS5o ‘aaeo’©^ 
a'SoS*^ a^oa. ■»*aM^ac»o€^ sja ‘aaoo’ ©15 opaon* aasoauioa. 

8. pA’Sgoo a»eo^a: aM(aa d®go€r®a5 5r»o« ai'&to sa^ 

Sioc® ‘^’ ©&, ©ej^'A Ad aa®^o aa.i33jod?®a5 :>&■&& aa^ssoo® ‘A’ 
©a a'^'Soaao aoa, a®s&e) ^ge^o S*ao 12, 15, 17, 26, 28, 34, 
50, 64 ac5®^e»7^ Aaj^ s^^oaj aj^tsajlad"^^ ‘aj’ ajcp^aTs® aa 
t)05® a'l^oaao esaftoa. ©"S aaon® Aa ao®^^ ‘wtsuoa’a ‘©.is.’ 
©a ‘^oAs’a ‘^.A.’ ©a a^«oaao eOAoa. 

o 

9. pA’^&^a a®so«® 13a aa^o ‘«s6<»®a ^Aoaou5o’ ©a (a®coao ©^ 

dsoa. a^jad a®so€® ^ ‘)5S80®a3o (Xoao8»o’ ©a -apaodoa. 
aoS® ooAo ©s^diooa^ ao^3»o i5d s®^co a»(ac> aa^cssjoff* ■»« 
ap&^ ;3diudai^ gasjasdooa. aaj^ aacpaon® *(«’ ©'^ 
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aod5«s»|,c5o3« C3»»§ ‘a’ s^acbj. ^«o«g^ as^sso^fi^ 

^«oa■&5•a a»a gjc ejcaos ^tfciso g»a>. «o»j6 

18a sa^o€i* («oage oo&s ‘sjcd’a^a ifijtoii&o o<>s2 

^Sejogo. Saa d^S'& SijgOoa&sioa. 

10. ax((a4S scp^sasK* sa^o aao >ao ‘«#«^i^£3oa aiao^<sa®s«^©’ 

dS axi?b^ajj^a. a*A "^sje) ^so ^joa cpccs^ea’. 

o’A "Ssjolioa -^4 d®8'Sj (a^ts (^oa©^ ^^gsoasodoa. 

11. asjiaad^eo^ aasias^a* aa^o^a 'SoS* >ao aaa ‘^oa3(3ij^ aaa^’ 

dS s^oa. i7»/\'^&>o £°qo6^ dd ‘^oc3i>c3j^ aaaso’ d'S 6oa. ‘^oa«’ 

di5 aaar*ao g*acj»aj gasg o^a'Ssjo ^©"So do^gsoaasaoa. 

12. ax(a« ^©oa^ sjoacir'^aa^oa^a aaa ax'*© ‘waa’. o^ft'^go^s 

d’So^ d 5*0 ‘uaca’ dS 6oa. acoao ^pso ‘s^s’ 2 aotJoaoaTP 

■3o£* >eo ‘g^s aa^a cax'acao’ d^ g^aaoS* aoooaaasaboa. 
cpA^gjo d^6'&> aaMoaon® 6oa. doaj^a aoS* 

a^naoca^ fs^gooaejaoa. 


13. 


ai5^aa >eo5* ^ea axps* aa^o5*s ao,£® tptsos^ aa^aacaw’ 

d"^ >eo 2j)oa. g»a ix>A'6go^a >eo5* ‘asases aa^aada^’ dS 
6oa. 5*®5pao5*a ‘aoian»dar»«aa»aa!xabS d'^ gvPCo\ ‘asases*’ 
d‘5a»iSj n»a ‘aajj.aa’a5 s^ao Ka^g aj3(aa 5r»cr>^^ -g* 


e>oAS0o-C5iI-o ssdAofi). 


14. ai3(aa >so5^ aaco acp^o aaa© ‘asjoaj saoaa 

iT®S5o SSi5otx>;3So ^SSSdjDSSoei^’S ^5 dSoSPOtJO SS^osoooSj ^S^S^oo3;5 SoO 

ft— ft— « 

<3bt5i5^^5’. DdSCPo^ i3S5N^<iS:>^\iX)7P sj^hoCSioo'^i§ 

VO o oJ ftC n 

i;)S^Si&^ s^da'SooG). CPA'^^Sba ^So ‘^t3oO^^^ ^SiSdS^aSotD 

ft—. 

<JS:>oJ^o^5 ^otxoSb ^J^S3 i> 0£D ^cSSo^OdSi^^S’. ^coo^S D<i?T®7? 

5P43 ZoS^ 162^^5 >i$o. ^5cp^<D sses^o, 

&«JjPoSSeSA55iJ07V>‘3, dC^9»o, AdoO 

25co|^o<r® cn>A "SSio Sb5 ^djco&oa. 


15. ^5o2<3T®SS^^o -asSd SSr*u ‘sio^sao^’ 6oa. CPA 

■^Sbo -S^to €j>^ &o6. 0§dc^o -CSO^^Soa^S 5®eJ“ 

^S 3o5^S ^CPSSocf, OCPj^SOo ePoiS ^AoCP^ 

CP^S J^oeooOoOoG). tPodSo^S^J ‘sSio^Soo’iSD I^SSoo 

^^oTP &oiiiS5. t^odio^Stl CPA'^Sio S^^^oeo’ €i>'S 


16. SSx>(5i5 t^CPcd SSCSiSofi^ ‘^dar^A S>o|pcPdi>o 3^ 

SS)o&. CPA'^Sie) 6o6. SSOftS, 

o o 


xxiu 



fltvaCT*© 0Sipn»»s ao8so0e>c«s ao(^es7'Sj^ !)«3»5 pjd;^ 3’i^ aoise^o 
KSiS a*A "iSiO 5>^gOoSt5&oa. 

17. d»a'6si«» »»(&« >ejSir» st'oo »so 9 sr^K* aiS^ 5*6 ac3»aj^ 

‘:g)Aa>j’ «»a ;5)s»u«aA» ‘A^c^3•o’ e»^ acy»s5 ao^a 

ttr*aon» gaE3iSo5*oa. cssss*^, ^,55p»,5*,S* e» ao»o "Swao 
cT»a^ aj'jtfo ST'S* c.gi3 dofi sa^g ^t3 d*sgj«) d*go^ s^a"^ 
‘&Kax)’ apao ^Sroaea&oa. 

18. a»(a« Jitja t,goa aa^o sr>^i»aofi^ ‘i»a <Js>iX«a>5A’ «S) 

:j)oa. cr»AiSgaiija ‘d*a <as»x»aa>a’ ws ^oa. ■»* ^a>^6»{Sj»a'ij 

<fA ^oiJooaiS i7*ao^ a*A 8% d«go [XS^ou^oa. 

19. a»^a^^ >go«^ <^63a "SoS* aa^ oa^jo aaao ‘woaj tsgaojagaao 

atjotsa’ «>a Aoa. tpATSga >eo€^ ‘e»oeij «eao(aaao «s 

Aoa. eMj»_^ra>a g (^^dtsxj woaojaaaoS* ^Seao «o« ^xjoeai 
3»t3^ cpA'^gi d*eii5 |X!j^a*>&^. 

20. a»(a« £>»So o'A'igiw d»So gj'cr axr*5*»>» 

ao«* ‘sag ar»a spaawo’ »'3 go 

g^'e^> Kaaaaro^Sgaoao >t3oa aoaaaj^:^ j^an^a'jSo wooaa* d»e 
&e ^go^o §*ao ‘>a 0»aa»o’ »i5 (n!j«oaaaoa. 

21. acoj^ d’So <Jcr>^® aaiSoS^aj wg^. 

€r*a3 ‘oSs® d»t>’ «o dS5SHr>a aagr^lSj^ ar*Jjoa. o»a^Sj<» gr»o» 
‘dspoaao’ ‘diPoOHj aao* »'3 gT»5>«i!!^ sjajTSj^. ‘0o» ^e»ao’€r*o 
‘0®’, ofc® d»*j ^0 ‘o53o’ e'SO •fi'S^ga >g&«io" K:>Ooa:S*aoo s*a® 
■a tto^ kps^ aa^o 00*^0 aaao€r*a: »gz soS* aage>^i^a> 

dS}g*cpa aagj*ai£} oe&a^oa. 

^ 22. a3cna« 5>»go«^ vts^ S>e* aa^o a»e»}^ d»aoff* ‘«j»a»o5 

aafi’ wo Aoa. cpA'Sgj® d»goff* ‘c^awoo aeo&a^ aao’ «>o *oa. 
aa »^ao g»ga*aa'Sj ■»« ■3ofi*d»go4r* ota.o. o»A‘8gso 

d^giSo ^a} &a}§^u&oa. 

^oagasr* sM)o 

‘aofea <^c»o’ oayao gacaafioS* oggoA* acasjcpaj. cpAiSgi® Sba 
a^tjAa s»®o oacr*o3 gr»c» ^a^^^as. do^ waja^dS^ |Xoas^ ( 

aa figjajer-cpgi^ ) gaagj aasspeoK* aa^ocr* gawTI von 

»<*a tfcjA wcooa "aa ©giajtpa’gj^oj aiSs^n* 

3eo^oa. 'aa d&a^cpa'go^ ^.g. 1453 agg> t&ooa Ueo^a^a. 

«« aoa«^or»aj^ ag 3 *{^tp ^KS>oaaa5J. 
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^oissse. escoiS i>SS asS 3P»»7T»2.^ 

[8Ji3'^^s^?o tFoA wd^s^o g©Aoa. ®3j^;sj»'Cr>dSi^ (1.^. 1503 sdjsi 

sboiPdSb. SiSsaoeP-CPCj^oSs Se> (S5»d5o ^CP^g^JSso^ (esota 

« 5 S JJS* SoJSiJ^eSo) esdft S§)ofcojoa «si;&§*otj «>«S 6 o (|.«. 

1493 ssS^o-D o^otJ’iiS 6SSdS3So ^l.?^. 1500 [^odo©^ esSA 

&oUBoe3S S«lJ*oCSJSCbj. -aa a&SSjePJ’fio^eo ssa^oO :§)0tJ»aS:>§'^ (l.«. 

1493 ar»t3S ®i#a «o(a lidS ©d5oS3ePJ»Cb^e» &SSr»d2b aidJ^^ Jtott ePd5o7?> 
SgjotJ'dSo. [S.5J. 1473 (^o?J®JS !5)^ Sg>otJ«dSS) "SiSiS SS^eadoa. 

aa ddi3aiej»a’d3b£e)& €Pdn» 2 ^a ®aj^aj'^r»cb^«» (pas^^s^S^o aa 

©djjajcp-cpdsj^^ pSsa aofea (wd?'£«^ aol^a 30 - xvi aojjjtS) jsoa 
©?)«dir»ao7P^ iieo^oa Aaos ®«dSj aoAd «p£srpa 

Kj^oa wcss)a aoajj.^ao©^ saoaa sol^a en>a> 

3e»K:©^ sdr»e^ TTcao "adsstj’as ai>'^ ©js* a»i "Sodi} aoais^o^o ss<3S5 
iv>^iT» Aota5oaai§*aao is^^dtssoTv®^ ^oosoa. *aj?ti ao&a q|^cjo©^a 

^ aa a(3odSs ad3»^e» es-a^ar»-cp5^ acy^epA Aosoo ■»« epaaso 
5*a»ao i3:5> >^o«o. s»n» aa^db ao%a e^wo (l.«. 1525 ^>o4^o©^ 
3aoa«3&oaa ^p^aoaa-ajj. «a^aj'-cj»d3o^o aol^aeo (I.?. I535sp^'l o^ej* 
esad5os5s»© ^da g»atr»ori» aol^a qg^cpaj^ aos*© Sba 

aotts^aj^ cpA'Ssao latt 3^oaa ^l.?^. 1537 So'tj a»o^ 

£j 6A ®a5§*aajj. 

(Xo<s ^a'&>dsr»o«'os 

1. ^a :Saaj«y>^^g aa^eas KJ»a^a (Aoao. aol^a qg^oo, aa-c^oao 

&a5 ^oase sia^a a»aj^t3sr»«a3. aa ao(aa»c3Sjo S>a aco«)|0‘:S3 

dSPoSo. 

2. d*© aa^o ■Sosts^jc^^aja ?o^6j aol^ao ;3&a aasjg)o (a«fo le^ao. 

3. "dSoS® aa£o Htxitiao a:3j^o5* aa^o a»s« (EPgd'g esa^j^apcpdb^o aol 

^a© jag^. aaaAP-e* aa^o ©a^^aj^dPib^ao aasao* Sjo^aia^d^n* 
3gj^oa. aci°j^e»?r® aa^o eja^^gijao 3g^oa. aa'^5* 

aa^o «>aj^ar'-cpd3b^. aoaj^jao©^ aol^a qg^oo la^dsotpa^. 3§^oa. 
aaa'db, aairdso aa»^e» («oasa «oi^ "aa adbaoer>dx>»db£eo 

ad^ qg^cj»a^ ap^^p^aoaso, aa adbaoep-cpdb^ 3aj?b©^ aol^a 

s^CTo 3a^d5»aS ^asS^aao a^cos. 

4. aaaajS* aa^o ^dsaba aa©, aoAa ospj^goo©® (a©oao, 

aoAa aojag, aoAa ■ar'dpajci, aoAa ajd?>gd3o jAocp®^ *^2.®* 
aa^aso^aj^ a^^sooa. aoS'ao^a, (SsigtS® so®^^ [sa^or? 

©Kaa^^, wa^aadbo, ao0c5»<3i) ae^ao s®a wa^^sa aa^w&oa. 
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l5eSb)§®2Scr>^^ 

?tr®0^ IPftlSJ) ^^o6. 'doS^ Se^^o J5 o0c1pc 3S:> 250^i5o<^ ^dj^3 

6-^^ ^S3g0^oe5^ 3§^o5. 

5. S3^5 :i, dSJ^^SSCP^^ [§SS)0/T» S5C5 ^^*C5i3o, 

SSotJo (p^5o J5 >oK^o^ iT»03 £pn®o 6-C5;5 €p;5oo, S^^DOO®ex) 

l^ohi^oS^ SP«$ C>®^^^043 ^;500 ^iT^^CDD. 

6. J)5^ 2325^0^ e5GP^§ c3o£ioOo-u3^S ^c55:>2S:>o, 

^iSp^ 0ex>?b, ePfeo, TTii 

^Oao5. 

7 . SSiSo SSir®£k) (§0^5 0“&c35ir®o^oJ^ [^iPoSSw&od. (a)2^^S555o, (b) 

^e)o«S3e3o, (c) ^6 SSeS^o^ 606. 

8» 2^^S3C3o ^>"35 cy>^D, 232&:>, SSS^SSo, e?g26o5o^CPo§^ SSr)*^ ;i)0<i S5oo"a 
SCP^oSSC^ ?^o 3o3^e:<ioG>, 

9 . SScd'S)^ 2CPcr)fr® 256^0 23oo& S5:xr®^ S3d5^o 255^ ?^o ^sooCS 

25CP^ ^o5. cS5:^ [^23e3i, ?i3C5:>e)S35^ ^c55:)2Soo, 

$cy®co;to QP^o, 23oS 23C3^«o, C5e3bCg«SbS, 

^SbS, £)S l4P«i>S, 2 SCPa) 23^^oSSs5<i2_' ^§ 5 *^^ S525o, 23C525 lP®S, 

23^0, ^0:>2g)CO, 23^^0*3^03, S)oo3, 

fT*©^^, oP5»^o:), C5 o'62Sj^25o S3c3^03 26^n|^oSS& 3&2.- ^^^30 ^CPoon® 

SCPOJ^ 3c5n£ 3<S'S. e6CSo(£52SC5o 2!)^6 ot^£3&o6. 

oj Qu. CP V 

10 . (3S7^5 J3«co?b cSST'g atSi Scycco •Cir»OScs»S)S €r»Woei§ 'lo'cxaoSead'S. 

<x^ V V9 

11 . (^'aj'^&eo, ^(^-ais spajpaso c 3 Sj'^«& sssoa 

csip£ S’aj^aise&i ko sjsodostod^^. 

12 . £-gt5* «CP^«^S Solos aO^aoSejSoa. 

13. esO^ ‘SoS^ Sopa «sO^ w& SOOi 6 ©^ So>^^ SJ'S^o, 4Sii)^, OoO 
SpSj SOo, c&od'O SiSo, ST^ 0 «e» aSOoSad'3. 

14. ei>62>S^S* B;S5?bS^ ;3 oOSDQ®23o 26^^o23d&o6. ^^2. 

S5C5^oS^ S’2S:>^<5^ 2 S 6 ^o 4 r® eD ^4:P 

0S®QoS3?^oS® 32r^£3&o5. S)5I3 ^-^$23 -^26(io23£3dod. 

15. *23^ L»S4J® 236^0^ 0 p$ SScpo23d «S)2S23®do^2-o ^oe>o 

^eSSo^. 
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1. l^oefSo 0'&d5P®o^o7P 

oE;s^ssT®tSU^oa. 


2 . 2cr>tog XioftcTSS leSea SoloSeu :Sir»o5 o^PCPot^S XiSoS C5»»§ ^ 

r» ^ -_-o _j!* CO 

^^So^5o [^JSjjsp^o O0'ot36* 3Sj^£D^)'^di>. 

3. ee&eis ‘:sc3“’sj^ (Sgao Aw*® aoeso^o^ 3i>^sr', ‘^exsdSo’ wso 

iJ0s»e)o6^ 2>ofta e{y»j^ga°a :g>oh&^^ l^oO"^ 3S^«do^ «i>co3;r», 

‘■^2^0’ es'^a «!>o£i3^ esoiSO^SoiS'S escos^r® [Ko^So e# JSoT'&otJSi 
Sid ao^^c33ao?T» SjIsOoS 3^iSj^a. Sol^JSo ePotS 055®^ 33^3^ 
I2»ifo£ki 3S5^S ‘sas&^o’ es"^ 6a®a»i5 ^S&€y»^(a^g 

03JSn®l5 OOjo^SSvSjj. Sjx^tS 3o?^&o^eo S®S, esJ5oiJ05®oJ5) Softd 

C4r>^gcr®a5eo ^’£^53 S6gQCT®eoS®a SioAeS 0So3o^ SS^S53®eo6^ 

^;!j|). S®&}^ ^oiS«S^o5®(S»J®0®o5j SMSooC® Sao, ^Stioao, 

'&1 o t^gcpS'i Sa®^dCbSa°«)'3 i3lgJ5E»i3®o®Sj_ woftgOo^too (ScSr® 

oSSOon® 6otOi5oaS) <Je5o3S033^. 

4. -e^ ^«ofl5o o®« Siouoa’Ssss ^Q'&is s^6^;3^a. sa3«5* ««j® 

go€r® s^^®c® ar“C {j®««o jpttSo 6oao»s^ sia aj®a&s^a^!ciS*aci>^. 

5. tsctfcao ‘aao’ «'Sa»s^ n'oaJJ^scoTP ‘j35i50®<r®«s^go’ ess sd^aoo^ 

^®0 <!SJ5«&rf es^SiJSOoO ‘3aS&cS"’aj ej®<'3P>323NSn>- Sa 

S)JS>^ja^n®a SP‘^03V‘ ScpSj^ I^SpoO Stto wiSa 

»ofca«D «j.'3i3®a^ esO^s^aiS (X’oPoaaajj. •»< i«oago ‘aoo’ esiS 

aj’oaj lea, sole a ©iS wood's j3®c®ai. 

6. -»i ^«oao€^ ‘gj6’ (20 sa^o), ‘aii^a’ (44 aa^o) &t sa®e» s®a 
o4 Aaj^oajSo &a§ cpajtfs (^9»a^o ^oa. ■»« ^«oqps 2 a&s»oo®^ 
aojs soAii 5)T®5^^ac533o («oao^ ‘a»|a’ «s'5 aj’o spae^a^ai. 
a®^c33os»o aaija ‘^^0o'3 0 j5p'Sj.'3«’ wS ssj®(a^ ssjjEj&oa. (‘aao 
a‘a«aT»^n« >^ac3»a st!^txii»'- ao. ar®. 5-73) 


7. .4^ («oao€£^ ‘Soaao’ ‘SoS’ es^ Hot^ aj®Oo7® J3®aeja aa®j^co5. 

8. ‘5«paao’ «^a (KoaoS^ '^^u&.o&. ^cpecson® -e<a®ai 
ar*o aoAo [SSoao^ saioaaj. 

9. 0oaS5 <r>aj ‘^^dajsea’n® SPti'l ac^spo, ■^oepaso, [^ao, 

«oiJeo, w^r««o 35r®^&.. -s^ a^^oao ;j®e»>c3"o caafe 

tJoqs°e»n® w a^^co 3r®tj^ «7®7T»3a ‘aooaMo’iS aj^a^da^a 

a^gjO. ■»< ^«oao^ ‘aono’ esiS ajpo cpa^sa^aj ©"Sa (>aoftgo7v> 
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e»o9o. 


10. ^Ko^i5o Oa^oA® ‘oSao^o’ S^Sa^Sj^ ‘tS^oiM^i^Q. (‘^2®’ 

tih&&> &«?• 0e3oi5o^ wo^SCP^JSo d*o£3otjboa). 

11. «*e2 SSiJ'S* ad5^o€r*a ‘Oj^SStfoea’ eo'^S SSO'aaa «e'aL''a7» SJ05® 

&0&. 

12. -»* (Kc>«o^ ‘«pao’ «>0o€^lS ‘«5»Sga®Ao’ SiSooiSo spaead 

^oa S^ea£^^o&. 

O 

13. ViSaJfe’ seso 5esa«5* 9o»cga^ jpaso iSao& S^oAS^efc^S^t^ 
g^SeaJiatJboa. S)oA«S SiJ’^^eScSSao j5a»^A» ‘a^C7»o’5a 3Sy^ w 'Sotj'^ 
litis S£3®^oSae» §*oi5Co ‘c5®<Sa2&’ «jot3®Cb esS i3§^JS^a: 

‘eoog SjjO S>Sa7®3«^ fliSSad^cSSad 

0®<aa6«^^cJSa^ii’ (»o. ^T®. 5-2) 

SS6e>, a®^<r»^iSo S2o^» 

-»« ^ocr>Sj^ SliaoCStao^ ses^o, a®s 0®(iS^e^o, eslSs 

J3bA» qdSa^ead^- 3ioA2>p5^ SC5»^Sl^dSao, «>4oa dCP^iS SSSOo 53®^sr»^So 
S'AcPoa 5y®t5^ea&2* jAoq5®S^ •;Sr»a^'6 fe»o($dO d®SSje 

§*So S^JSaS" jSJ®?aS 3^Aa ^AofiSo SJSC ts&eaoOoA® 3}dSa^ta(io&. 

MO^0, «o($dO S®Sr»SS^ d®eSaoSa 1)2^30^* S:i.dir»S^ e9oeS^<5S3tj'& 

SSSOC5®d3aeo §r®Oje3&2‘ o}oiSa€r® iJA^ Soa SJi.c33J®o5^ 

SecScSSao ^S2 p 0§ SP'O® sa'cSSaScroo'^ 6‘S§^o5® |>i?aa2 Sa,c51r»eo 5x®a® 
■3SaS»eSaoC» 3S^tao oOAoa. SotxaO'S^S i^O'J^oSa SS0<>5 

(Sc5SaiS^o 3dSa^^CSa. ^Aoi^o 6SST®Ag0o eaSJao^SiotoaodSS 

SaipSa, 9.8.89 
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LIST OF ABBREVIATIONS 


A.B. 


Arjuna Bharatamu(Skt) 

A.C. 

- 

Annamacarya Caritra (Tel) 

A.K. 

- 

Appa Kavlyamu (Tel) 

A.S.C. 

- 

.^dhra Sabda Cintamani (Skt) 

A.Y.G.U.C 

- 

Andhra Yaksagana Vangmaya Caritramu (Tel) 

B.D. 

*• 

Brhad D5§i(Skt) 

C.D. 

- 

ChandO Darpanamu (Tel) 

C.P. 


Caturdandi Prakasika(Skt) 

Ch.Am. 

- 

ChandSmbudhi (Kannada) 

Dm. 

- 

DatliJam(Skt) 

G.G. 

- 

Gita GOvindamu (Skt) 

K.A.C. 

- 

Kavyalaipkara Cudamani (Tel) 

K.J.A. 

- 

Kavijanakayamu (Tel) 

K.S. 

- 

Kumara Sambhavamu(Tel) 

L.D. 

- 

Laksana pTpika(Tel) 

L.S. 

- 

Lak-sana SirSmani (Tel) 

L.S.S. 

- 

Laksana Sara Sangrahamu (Tel) 

N.R. 

- 

Nrtta Ratnavali (Skt) 

N.S. 

- 

Natya Sastra(Skt) 

P.C. 

- 

Panditaradhya Caritramu(Tel) 

S.A.V.R 

- 

Sarasandhra Vrttaratnakaramu (Tel) 

S.Ca. 

- 

Sangita Candrika (Skt) 

S.C. 

- 

Sanglta CQdamani(Skt) 

S.Dw.Tr. 

- 

Simhasana Dwatrimsika (Tel) 

S.L. 

- 

Saklrtana Laksanamu(Tel) 

S.M. 


Sanglta Makarandam 

S.R. 

- 

Sanglta Ratnakaramu(Skt) 

S.S. 

- 

Sanglta Sudhakara (Skt) 

S.S.S. 

- 

Sanglta SamayaSara (Skt) 

V.R. 

- 

Vrtta Ratnakara (Skt) 

Y.K. 

- 

Yapparungala-k.-karikai(Tamil) 
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INIlODUCnON 


SOUND 


Vibrations, in a medium like air, cause the generation of sound. If a tuning 
fork is beat with a stick it starts vibrating creating wave-like formations in air and 
sound is heard. Sound needs a medium to originate and travel. 

ECHO AND REVERBERATION 

A sound impression is said to last for 1/10 of a second. If a surface has 
to reflect the sound waves and cause an echo, it has to be at a minimum distance 
of 11 Oft. from the point of origiitofthe sound and also be equal in measurement 
to the wave-length of the sound. Reverberation occurs in big halls and mansions. 
Sound gets augmented by reflection on the surface of the walls etc. as it also gets 
diminished by absorbents and loss through windows etc. It acquires a balanced 
state after its profit and loss work themselves out. After the original sound stops, 
some energy will stiH lie towards the walls of the hall and the ear of the listener. 
Because of this, the pulse of the vibration emits sound. This results in reverberation 
which is only a long echo. 


MEDIA 

Sound needs a medium to travel. It cannot be heard in vacuum. If we 
make a sound in a bottle wherein vacuum is created, the sound cannot be heard. 
Sound travels through gases, liquids and even solids as in air and earth. The velocity 
of sound changes according to the climatic conditions. It travels faster in damp 
air. 

SOUND: RANGE OF HUMAN EAR. 

The range of human ear is said to be between 30 to 38,000 vibrations 
per second. Sounds within the range of 30 to 4,000 vibrations per second are 
considered fit for musical notes. 

MUSICAL SOUNDS 

Musical sounds are different from the ordinary sounds which are harsh. 
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While musical sounds are said to be within the frequency range of 30 to 4,000 
the upper limit gets much lowered in the case of vocal singing (gStra). 

Musical sounds differ from one another in (1) pitch'(2)intensity and 
(3) timber. The pitch is what we call sruti and it differs according to the frequency 
of vibrations per second of the sounding body. Intensity depends on the amplitude 
of vibrations. Mild or strong plucking of a string on vlna causes difference in the 
amplitude of vibration and the note also differs accordingly. Timber is the 
distinguishing characteristic of a musical sound such as a vfna sound, violin sound 
and flute sound. It is dependent on the mode of vibration and the importance of 
the overtones are upper partial tones generated. 


RESONANCE (NADA) 

When a tuning-fork is sounded and pressed a^inst a wooden table the 
latter’s particles are forced to vibrate with the frequency of the fork. These forced 
or induced vibrations create their own waves in the air. These waves strengthen 
the vibrations of the tuning fork and because of this the sound is heard louder 
upto some distance. When the frequency of the free vibrations and the frequency 
of the impressed periodic force are equal the induced frequency is called ‘resonant 
vibration’. This is resonance or nSda in music. Again sympathetic vibrations also 
create resonant vibrations or resonance. Violin has a resonance box. 

‘INTERVALS’ and ‘BEATS’ 

Musical notes have certain frequencies. But whfle the pitch of a note is 
determined with a certain frequency in western music, it is the ratios of the 
frequencies that are important in Indian music. The differences between the pitches 
or ‘Srutis’ are called ‘intervals’ or ‘antaras’. When two musical notes of different 
frequencies are sounded simultaneously, the resulting wave lengths of the vibration 
being different, strengthen or oppose each other at certain points of time, when 
they hinder each other the ‘beats’ are heard. When the first and the second reeds 
of a harmonium are pressed simultaneously the beat is clear. When the process 
is continued into the third, the fourth and the fifth, the speed of the beats appears 
to increase. When the fifth reed is included the speed of the beats appears to 
become sonorous to the ear. Speedy and orderly beats seem to give rise to a new 
note. The sonorousness of these beats appears only after the frequency of 33. 



WESTERN MUSIC : INDIAN MUSIC 


The Western music belongs to the harmonica! system; it may be called 
‘svarasampradSya paddhati’; obviously it is the harmony of the musical notes that 
is important in this system. The musical notes are of two groups concords and 
discords. The first, the third and the fifth chords played together makes for 
concord. If the seventh chord is also added on to the concord (1-3-5-7) then it 
makes for discord. The concords are called common chords. If the third note of 
concords is of higher pitch it is called common chord of C major; if the third 
note is of lower pitch (kdmala ) it is called common chord of C minor. Similarly 
if the seventh note of the Discord is of lower pitch (kbmala) it is called the ‘chord 
of the dominant seventh’. Harmonical Major scale, Harmonical Minor scale and 
Melodical Minor scale are the three scales used in this system. These are said to 
be similar to Dhifa SankarSbharana, Klrav3m and GautTmandhari mHakartas of 
kamatic music. 

Indian music has ‘rSga sampradSya Paddhati’. One of the definitions of 
‘San^ta’ says rSga, svara and tala constitute sangita (ragassvarasca talascatribhissa- 
n^amucyate’). While the svaras and fSla' are there it is the iSga that is more 
important in this system. Singing of certain svaras of ascending and descending 
order with gamaka is called raga. A certain pleasant quivering of the svaras is called 
gamaka and these are the raison d’etre of this system. 

Indian Music is said to have originated from the Vedas, beginning with 
the Udatta, anudatta and svarita of ]^- vSda. By the time of Sama Veda, seven 
musical notes krsta, prathama, dvitlya, tftlya, caturthipiandra and atisvarya were 
recognised in the descending order. These correspond to the present day 
ma-ga-ri-sa-ni-da-pa. Discovery of the origination of svaras in the ascending order 
and its rakti led to the recasting of the svaras as sa-ri-ga-ma-pa-da-ni. These are 
called sadja grSma (the group of notes beginning with gadja svara *sa’). The svaras 
ma-ga-ri-sa-ni-da-pa in the descending order (of SSma Veda) are called Madhyama 
gr3ma (the group of svaras beginning with madhyama svara or ‘ma’). 

Twenty two grutis (pitches) are recognised in Indian Music and the 
distribution of the sapta svaras on the srutis and their antaras and frequencies in 
the three octaves are as follows: 
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srutis 

svaras 

antaras 

tSrasthSyi 

madhyasthayi 

mandrasthayi 


4 7 9 13 17 

sa ri ga ma pa 

4 3 2 4 4 

480 512 600 640 720 

240 256 300 320 360 

120 128 150 160 180 


20 22 
da ni 
3 2 

768 900 (higher) 

384 450 (Middle) 
192 225 (Lower) 


Vocal singing can operate between the frequencies of 160 in mandra sthayi 
or lower octave and 720 of tara sthayi or higher octave. Anumandra and atitara 
sthayis are possible only, on musical instruments. Violin can be used between the 
frequencies 120 (mandra sadja) and 1800 (atitara sadja)in four octaves fully. Vina 
can be used between the frequencies 90 (anumandra pancama) and 1800 (atitara 
sadja). Flute can be used between 120 (mandra sadja) and 720 (tara pancama) 

SRUTI 


Attunement of instruments to vocal singing is called ‘.sruti’. There are two 
kinds of srutis namely pancama kuti and madhyama sruti. The first is suitable 
generally for men and those with proudha ‘sarlra. The second is suitable generally 
for women and those with lean voice. 


In a tainbura there are four strings, the brass string nearest to the user 
and three other steel strings. The brass string tuned to mandra sadja(120), the 
next two steel strings to madhya sadja(240,240) and the farthest steel string to 
mandra pancama (180)- the combined effect of this tuning is called pancama’sruti. 
It can be represented as sa-sa- sa-pa. If the fourth steel string is tuned to mandra 
madhyama(160) keeping the previous three strings as described before, then we 
have madhyama ‘sruti which can be represented as sa-sa-sa-ma 

In a harmonium taking one reed in lower octave as .sadja and taking its 
ascending pancama as well as its madhyasthSi sadja gives the pancama sruti. In 
effect, playing on the lst-8th-13th reeds makes for this ‘sruti’. The madhyama 
smti on harmonium is obtained by playing on the reeds 1-6-13 simultaneously. 

HARMONICS AND VOWELS 

When a string is plucked, it vibrates in segments of 1,2,3,4,5,6, etc. The 
wavy part of the segment in vibration is called an antinode. The points where the 


xxxiv 



vibration is found at rest are called nodes. When a string is plucked the sound 
that is heard loud is called the fundamental (Sdhara sadjam). The vibrations that 
foUow give out certain nice notes called upper partial tones or overtones. Since 
the pitch is dependent on the length of the vibrating segment, the upper partial 
tones are in 1:2:3:4:5:6 etc., ratios. If the frequency of the fundamental is lOO.the 
frequencies of the overtones are 200,300,400,500,600,etc. This is in harmonic 
series of 100, 100 x 2, 100 x 3, 100 x 4, 100 x 5, 100 x 6. etc,. So, musical 
notes are complex sounds with harmonics. The richest in harmonics are said to 
be the sounds of human voice and of strings. 

AitarSySranyaka calls the larynx in the throat of human beings, a ‘daivi 
vTna’. The vocal chords of men are said to be some 18 mm. long and those of 
women some 12 mm. long. The wavelength of men’s voice is said to be any where 
between 8’-12’and that of women’s voice, any where between 2’-4’ However the 
notable fact is that the larynx of humans gives out sounds with harmonic overtones 
which is specially suitable for vocal music. 

When a person hums a tune la,la,la or na, na, na,it is not the consonantal 
sound that is important but the vowel sound. It was Helmholtz who stated that 
the vowels in a language of humans are complex sounds with multiple harmonic 
notes. It is the vibration of the vocal chords that makes the vowel sounds possible. 
The mouth acts as a resonant chamber. So it is the vowel sounds that are more 
important for music. Just as the musical notes are called ‘svara-s’ in Indian music 
the vowels are also called ‘svaras’ in Sanskrt, Telugu and Kannada. They are also 
called pfanas. No doubt vowels'-are the prSnas in music also. 

A LANGUAGE FOR MUSIC -TCLUGU 

If music needs the vowels for a mere crooning of a tune, a song needs 
a text to sing and give a meaningful content to it. While the music with its notes 
is called ‘dhstu’ the meaningful text of a song is called matu (libretto). It is the 
matu which converts the emotional content of the mood into an intelligible and 
meaningful affect. For this purpose a language is necessary for music. In South 
India it is Telugu that continues to perform this function. Telugu poets Srlnatha 
and Kri.snadevaraya have called it the best among the indegenous languages 
(desabhasalandu telugu lessa). Among the Sanskrt poets Bhartrmen|ha has praised 
the euphonic swetness of Telugu by describing the words of speech raining 
sweetness as ornaments to the Telugu young women: ‘vacOmadhurya varsinyo- 
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....mandanSnySndhraySsitSm’. Rljas^khara speaks of the sweet evocative nature 
of Telugu when he talks of uninterrupted rasOllSsita caused by abhinaya bom out 
of speech, sattvaguna and graceful movements of limbs; 

‘vSksattvanga samudbhavai-r-abhinayair nityam ras6ll5sitah’. 

Appaya EHksita vocally exults in praising the good fortune of one being 
bom an Andhra, with AndhrabbSsa as one’s own mother tongue, assiduously 
learning the prSbMkaramatam (the prabhalcara school,also called gurumata) in 
pQrvamlimSmsa, birth in a family following yajurveda as being the fruit of great 
penance: 


‘andhratvam Sndlffabhasa ca, prSbhakara pari^ramah! 
tatrapi yajusT sakha, nalpasya tapasah phalam’ 

Hamsa Sandg^a kavya has a commendatory reference to Telugu. 
Europeans have called it the It^an of the East. 

Dr. Carey in his Telinga Grammar (1812-AD) says: “Among these five 
languages (Telinga, Kamatic, Tamil, Malayalam and Singalese) the Telinga appears 
to be the most polished and though confessedly a difficult language it must be 
numbered with those which are the most worthy of cultivation, its variety of 
inflection being such as to give it a capacity of expressing ideas with a high degree 
of felicity, justness and elegance”. 

Dr. Cambell in the dedication of his Teloogoo Grammar (1816) says 
that his elementary work elucidates the principles of one of the most ancient and 
elegant languages of India and helps the civil and military servants on the coast 
in getting a more extended knowledge of the language of Telingana and an 
improved acquaintance with the character and customs of the fine race of men 
who inhabit that country. On Page XHI of Introduction he wrote: “The works stUl 
extant, however, are sufficiently numerous and various to evince the great degree 
of refinement to which the Teloogoo has attained. Few languages will be found 
more copious, more nervous or more regular in constructions and it may boast, 
in a peculiar manner, of great elegance of expression and melody of sound” (italics 
mine) Dr. Caldwell, in his monumental work“Comparative Grammar of Dravidian 
Languages”(page 25) says: “Telugu: In respect of antiquity of culture and 
glossorial copiousness Telugu is generally considered as ranking next to Tamil in 
the list of Dravidian idioms whilst in point of euphonic sweetness it justly claims 
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to occupy the first place....” Sinmilarly on Page 27 he praised the exceedin^y 
mellifluous character of the Telugu Language In modern times the 

Tamil poet Bharatiyar has called it ‘sundara telungu’. Prof IBS. Haldane’s love 
of Telugu is well known. The reason for its sweetness and its special suitability 
to music is that it is a vowel-ending languaage. It means that most of the words 
in Telugu end with a vowel and consonantal endings are practically nil. The 
preponderence of end-vowels pertains to u, a and i. while the vowel ending nature 
of Telugu is the primary cause of its suitability for music there are other equally 
good reasons for the same. Telugu has yati and prasam in its prosody which 
contributes to assonance of sounds, pleasurable to the ear. Yati is, as is well known, 
the occurance of an assonant sound at the prescribed spot. The assonance pertains 
both to the vowel and consonant of the letter. Prasam is the repetition of the 
consonantal sound as the second letter of each line. The ‘sabdaiamkaras like ch£ka, 
mukta pada grasta, vrttyanuprasa lend a helping hand to the language to make it 
more musical. The chSkanuprasa works like svaralamkara called ‘urmi’ in music 
(sa,ma,sa,ma,ri,pa,ri,pa) Muktapadagrasta works like ‘aksSpamu’ (sa ri ga, ri ga 
ma, ga ma pa). Vrttyanuprasa works like skhalitamu (sagari, mamarigasa, rimaga, 
papamagari, etc) Ikaksaravrtti works like gandharavrtti. In Telugu grammar vowel 
harmony or vocalic assimilation is at its best and makes for easiness in utterance 
and fitness for music. Similar is the effect of consonantal assimilation; agni-aggi; 
bhakti-batti. ^vasa vyanjanas become easy and change to nada sounds contributing 
to easy pronunciation. Similarly nadas become (tiga-tiva, pagalu-pavalu, mamidi- 
mavidi) nadataras and they in turn become nadatamas giving the language a certain 
tenderness. It’s euphony (adagu- anagu; pudaka- punaka) as also partial- varnasa- 
mTlcarana (nindu + vera: nivvera; nera+ manamu: nemmanamu) as well as 
‘gasadadava-5d5sa’ make for a special felicity of utterance. It is such features that 
have made Telugu specially suitable for music. 

CONTRIBUTION OF TELUGUS TO MUSIC AND DANCE 

Dance and music have played a great role in the Telugu country from 
the earliest times. In dance were two streams: nattuvam5las and natya m6las. 
Nattuvamelas led to aradhana nrtyas in temples through the devadasi system and 
court dance through the rajanartaki system. Natyam£las led to the bhagavata 
sainpradaya of the bhagavatam£las with puranic stories. 

While music and dance flourished in royal courts during the times of 
Skavahana-s and Iksvakus-temples lent the support during the Calukyan and C6la 
periods. 
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CeDawa (848-892 A.D.) Camaktoiba (945-970 A.D.) PrOlama and 
AkJcasani (c. 1250 A.D.) LakumaDevi(1386-1402A.D.) MacaldSvi (c.l437 A.D.) 
RanjakamKuppayi( 1509-1530 A.D.) and Muddu Kuppayi (c. 1531 A.D.) are some 
of the celebrated dancers of old mentioned in inscriptions. Eru nattuva, Narasimha 
mandalika, Nattuva SOmayya and Nattuva PrOla (1250 A.D) are some of the 
nattuvanars mentioned in an inscription. Bharatam Vlraraghavayya is yet another 
who flourished before 1560 A.D. 

Among writings on dance and music in Sanskrt the earliest to be 
mentioned is NandikS^vara’s Abhinayadarapana. Nandikfisvara is mentioned by 
Matanga. The work is assigned to the 3rd century A.D. and all the five manuscripts 
discovered were in Telugu script. This is one of the 16 schools of BharatanStya 
and is generally followed in Andhra. JSya SenSpati (1213-1255) is the author of 
NrttaratnSvali and Gitaratnavali though the latter is not extant. Sarvajtfa Singabhupa- 
la (c. 1300 A.D.) is the celebrated commentator on Sangita RatnSkara of 
;§arngad6va, (1210-1247 A.D) in Sanskrt. SingabhupSla’s commentary goes by the 
name ‘Sudhakara’. KurnSragiri Reddy (1386-1402 A.D) istheauthor of Vasantara- 
jlyam (not extant) mentioned by OlayauSma. Pedakomati V6m3 Reddy (1402 
-1420 A.D.) is the author of not only Sahitya CintSmani but also Sangta Cintamaiii. 
The two manuscript copies of San^a CintSmani are said to be available at 
Trivandram palace library. KallinStha’s commentary on San^ta RatnSkara is well 
known. He was an SsthSna vidvSn of ImmadiDevarSya (1440-1465 A.D.). BandSru 
Vitthala is the author of a Telugu commentary (un published) on SangTta Ratnakara. 
He is credited to have been the recipient of a gift of 3,000 tolas of gold from 
Abdul Giyazuddin Sultan of Gujarat. Bhandaru LaksmanTrayaina, son of Vi^yhala, 
was in the court of Srikrsna D5varaya and is the author of Sangttai SuryOdayamu 
.It is also called ‘Laksmanabharatamu’. Cerukuri LakmTdhara (Ibc) is the author 
of ‘Bharata ‘SSstramu’^wherein both dance and music are dealt with. Also,he wrote 
a commentary called ‘Srutiranjani’ on GKa GOvindamu. RSmSmStya of KSndavidu 
who flourished during the time of Aliya RSmarSya is the author of Svaram6lakal5ni- 
dhi. It was he who gave for the first time m5la-janyarSga classification. The present 
day vffia was his gift to the kamatic music. Another famous author in music during 
the period was SSmafiatha (of East Godavari district) who wrote the well known 
work ‘Raga VibOdha’. It supports SvaramSlakalanidhi. It introduced the constru¬ 
ction of m&lakartas with arShaija svaras in South Indian Music. The seventy two 
mSlakartas suggest themselves on perusal of this book. The present day tradition 
of Vina playing is said to have been introduced by him. Raghunatha bhupala’s 
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‘Sangita Sudha is too well known to need a mention. Among the Telugu works 
DamarSju SOmayya’s (1560 A.D) ‘Bharatam’, POluri Govinda Kavi’s (17c) 
Rjga-tSla- cintSm3ni and TSladasa prSna pradipika, Lingamagunta Matrbhutakavi 
(17c) ‘Abhinaya Darpanamu' L&pSksi VSi^atanSrayana Kavi’s (1900 A.D) N3tya 
Pradipanamu, Matukumalli Narasimhakavi’s(19c) SangTtasSra Sangrahamu and 
Bharata SSstra Sarvasvamu, CillakOri DivSkara Kavi’s (after 17c). Bharatas3ra 
sangrahamu are the important works. GovindScSry, author of Sangraha CQdSmani 
is thought to be an Andhra. As Venkatomakhi’s m6lakarta-s are incomplete some 
of his melas have become janya ragas in Sangita S3ra Sangraha and Sangraha^ 
CudSmani. 

Among the composers AnnamSc3rya, Kancerla GOpanna caDed Bhadraca- 
la RSmadSsa, Ksetrayya, TySgrSja, PeddidSsa and S3rangap3ni are well known. 

In Tdugu literature, many of the ancient poets were either adepts at or 
at least conversant with music. RSmSrajabhQsana, the author of Vasucaritra is a 
well known adept in music. His work incorporates some of his decisions regarding 
the controversies pertaining to rSgas HindOla, Vasanta, K5lShala, Nsm^SSranga, 
KSmboji etc. Dr. B.V. SSrada, has done her Doctoral work on the knowledge of 
music of the ancient Telugu classical poets with the title “PrSclna Andhra 
MahSkavula Sangita Pratipatti” in Telugu. The author is a trained musician and 
the work is printed. 
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SRI VMATISWARA 


Today Lord V6nkat6swara of Tirumala-Tirupati is known and worshipped 
not merely throughout the length and breadth of the Indian Subcontinent but beyond 
its borders also. The Lord has been and continues to be configurated by different 
people in different ways. Some contemplate him as Siva, others as !Sakti, yet others 
as Bhairava, certain others as Jina and some others as Skanda. (Annam3c3rya has 
sung about this in one of his AdhyStma Sankirtanas). It was Sri R3m£nuja who 
declared this Deity Visnu in the 11th Century. He is said to have kept Tirumalana- 
mbi who had taught him R3m3yana, two disciples and 24 6k3ngi-s in charge of 
the temple. 

VySsarSya is said to have brought back VaikhSnasas to the temple after 
a long bre^. Tirumala-Tirupati is the centre for worship according to Vaikh3nasa- 
gama. It is the example for other Visnu temples in Andhra, Karnataka and Tamil 
NSdu which follow Vaikh3nas3gama. 

In the 14th century D5sik.a and his disciples, Manavalamah3muni and his 
disciples, visited and worshipped at Tirumala. Sathakopayati, the founder of 
AhObala Mutt and AnnamScSrya brought the temple into lime light during the 15th 
century. The 16th century brought the patronage of Sri KrisnadSvarSya to the 
temple and he visited and worshipped at Tirumala seven times between 1512 A.D 
and 1523 A.D. On his first visit he presented to the Lord a crown of navaratnas, 
25 silver plates and a gold vessel for drinking milk. Many ornaments were given 
to SiT D£vi and Bhu D5vi on the second visit. The third visit made him donate 
5 villages to the Lord. On his fourth visit kanakSbhisSka was performed to the 
Lord with 25 thousand varShas and TSllapSka village was donated while Cinn3d5vi 
(the younger queen) donated a village and a necklace. The king himself presented 
a makaratOrana called navaratnaprabhavali. The fifth visit marked the gifting of 
25,000 var3has for gold plating the Anandanilaya VimSna, another 1000 varShas 
for pulikSppu and 500 var3has for udayanaivSdya apart from gifting of a necklace 
and padakam. On his sixth visit some lands were donated. The 7 th visit was marked 
by the j^ting of a pItSmbara embedded with navartnas as also two vinjSmaras 
studded with navaratnas, a padakam and 10,000 varShas. Acyutar3ya and SadSsi- 
varSya also worshipped the Lord with devotion. From the 16th century onwards 
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the fame of the temple spread throughout India. This temple is said to enjoy the 
second largest annual income in the world. 


THE TAllAPAKA POETS 

TallapSka is a village in the Rajampet Taluk of Cuddapah district, Andhra 
Pradesh. In olden days this area was called PottapinSdu. There was a smdrta niyOgi 
brahmin family belonging to the NandavarTk a sect there. (They are called so 
because of the fact that they worship Caud5svari(Camund6svari) of Nandavaram, 
a big village situated between Banganapalli and Panyam in Kumool district as their 
tutelary Deity). Nadavarikas are Rg vgdins and follow Aivalayanasutra. NarSyana, 
Vitthala, Narayana, were the forefathers of Narayana Suri. He married one 
Lakkamba. To this couple was born Annamayya, who became a great devotee 
of Sri Venkatgsvara and great Sankirtanakara in Telugu. He had two wives namely 
Tirumalamma and Akkalamba. He had a son by name Narasayya by Tirumalamma. 
He is considered to be identical with Sankusala NrsimhaKavi, the author of 
Kavikarnarasayana. AkkalSmba gave birth to Peda Tirumalacarya, Narasamma and 
Tirumalamma. This Peda Tirumalacarya had five sons namely Cina Tirumalacarya, 
Annaya, Peda Tiruvengajanatha, Cina Tiruvgngalanatha and KSnSti Tiruv5ngalana- 
tha. Cina Tirumalacarya married one Peda Mangamma and had a son by name 
Tiruvgngalappa. A brief outline about each is given below along with the geneologi- 
cal table. 


ANNAMACARYA 

Annamacarya flourished between 1424 A.D- 1503 A.D. ( Krbdhi samva- 
tsara, Vaisakhamasa, visakha naksatra to Dundubhi samvatsara phalgurjamBsa, 
bahula dvadasi) He has many similarities with the Tamil saint, NammiSlvar. Both 
were born in Vaisakhamasa, under VisakhanakSatra. While NammSlvar started 
composing his Divyaprabandha (Tiruvaymozhi) in his 16th year,Annamayya also 
had the darsan of the Lord in his 16th year and started composition of his 
sankirtans. Both sang about Lord VenkatSswara and the deities of other Vaisnavite 
temples. The pious believe that Nammalvar was an amsa of Kaustubhamani. 
Similarly it is believed that Annamacarya was an am^a of Nandaka of Visnu.Just 
as Periaivar became the father-in-law of SrT Ranganatha, Annamacarya became 
the father-in-law to V6nkat£svara of Tirumala as it is he who started the 
kalyanOtsava for the Deity. Also it was Annamayya who started the Sukravara 
AbhisSka for the Lord. 
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He is said to have composed some 32,000 (thirty two thousand sa- 
nlcirtans) at the rate of not less than one a day. He is said to have established 
the saiiklrtanabhand3ra in the temple precincts. These sankirtans were got written 
on copper plates by his son Peda TirumalacSrya. As AnnamScarya was a disciple 
of Adivan &thakOpayati of Ahbbila, some copper plates are said to have gone 
there; some are thought to have gone to Tanjore. However, aU the sankirtans are 
not available now. Peda Tirumalacarya and his son Cina Tirumalacarya also have 
been composers of Sankirtans. Today some 14,523 sankirtans of Tallapakam poets 
are available. 

Apart from the sankirtans, Annamicarya is the author of VenkatacalamS- 
hatmya in Sanskrt, a Ramayana in dvipada metre in Telugu and twelve otl^er 
‘sataicas. Among these Venkatacalamahatmya and V5nkat5swara Pataka are availa¬ 
ble! The rest are not extant. He is said to have written Sankirtana Laksanam in 
Sankrt but it is not extant. 

He is known as padakavitSpitSmaha , sankIftan3cSrya and Hatiklrtan5ca- 
rya. He is the founder of sankhtana literature, paving the way to Purandara Dasa 
in Kaimada and Vehkatamakhi in prSkrt . Purandara D3sa, as an younger 
contemporary, met AnnamScarya in his ripe old age at Tirupati. He even imitated 
Annamacarya’s compositions.His composition in Malaviraga ‘§aranu saranu sur5- 
ndra vandita, Saranu sripati sevita’ is on the same lines as Annamayya’s composi¬ 
tion in Malaviraga ‘Saranu Saranu sur5ndra sannuta, Saranu Srisati vallabha’. 

During his life time Annamacarya was patronised by Salva Narasingaraya, 
a dandanatha stationed at Tangutur in Pottapinadu, who became the king of 
Vijayanagar later on for a brief period between 1487-1490 A.D. This Narasingara¬ 
ya wrote a work Ramabhyudaya in Sanskrt. Saluvabhyudaya, another work in 
Sanskp: deals with his life. Annamacarya was much honoured by Narasingaraya, 
yet refusing to sing about him, he fell out with him, was fettered by the king but 
he made them fall down by a song to V6nkat£swara. The King repented his 
foolishness and made amends. This Narasingaraya was a great devotee of 
Venkatfiswara and caused the construction of s5panas,mandapas and prakaras at 
a great cost, besides instituting many utsavas,naivfedyas and abharanas to the Lord. 
There are some 14 inscriptions to this effect. He was a disciple of Kandala 
Ramanuja Jiyyangar of Tirumala. PiUalamarri Pina Virana has dedicated his Jaimini 
Bharata to him. He praised him as ‘Sri Venkatadrinatha daya vardhita rajya’. 



Since the author of the source book in Sanskrt for the Telugu Sankirtana 
Laksanamu on hand happens to be AnnamacSrya and since the latter is praised 
as ‘padakavita pitamaha’ by the author of the Telugu ‘SankMaria Laksanamu’ and 
since the SankMans of Annamacarya happen to be the most important lot by way 
of quantity and quality among those composed by the Tallapakam poets, it looks 
imperative that his contribution to the Kamatic music should be considered here 
at least in a brief manner: 


1. Though the Potakamuru Bhagavatas and Kisnamacarya flourished in the 13th 
century and followed the Bhagavatasampradaya, no sankirtans or kirtans dating 
back anterior to Annamacarya are available in Telugu. Krsnamacarya’s 
‘Simhagiri Narahari Vacanamulu are vacana-s only and not musical composi¬ 
tions fit for singing the way sankirtans are sung. Therefore it may not be wrong 
to consider Annamayya the first creator of the musical compositions of 
Sankirtan literature. From this view point, his title ‘pitSmaha’ is justified. The 
word* pitSmaha’ means Brahnfia, the creator. Thus he is the founder-patriarch 
in Telugu for the musical literature of Sankirtans. 

2. Relying on the Telugu Sankirtana Laksanamu one can say that AnnamScSrya 
has revived the compositions in praise of gods and their singing as given by 
Bharata under the term ‘pada -niryukta’. One has to understand* padam’ as 
a short form for pada-niryukta. The pada-kavita of TSllapSka poets is such. 
Cina TirumalScSrya has indicated *pada-chchandanribu’ as an alternative title 
to *Sanlurtana-Laks^amu’ and this supports the above view. It is because of 
this also that AnnamScarya has become the *pada-kavita-pittoaha’ in Telugu. 

3. Purandaradasa is called the pitamaha of kamatakasangita. It has been shown 
earlier that he has imitated a sankirtana of Annamacarya. The significant point 
in the Sankirtans of Annamacarya is that they are divided clearly into paUavi, 
(in some) anupallavi and vrttams. (It is my belief that the school of San^ta 
Ratnakara which dragged pahavi to the last three terms of the first two lines 
in £laprabandha has become extinct and that it is the result of the school of 
Sangitasamayasara etc. that pallavi came to remain a separate entity). All the 
Annamacarya’s padams or coiiipositions have pallavi. One can take it that it 
was he who brought in this arrangement. Anupallavi may not be present in 
some. One can guess that he intended optionality to this. He composed stanzas 



of four lines called vitta-s in his padams. We may call them ‘vrtta-bandhas’ 
■They are called carana-s today. Treating, perhaps , the padam as ‘tridhatuka’ 
(consisting of udgraham, dhruvam and abhSgam in many of his padams), he 
has composed three caranas (yrttams) in many of his padams . There are some 
which have more than three, even ten caranas. 

4. Some musicological writers before Annamacarya had said that Pallavam was 
not regulated by any rules regarding gana-s and varna-s. This school is different 
from the school of Sanglta Ratnakara. Annamacarya took this pallavi, gave 
it a definite quantitative magnitude as ‘two lines equfd- in magnitude to two 
lines of the padam’ and established it. This brought pallavi an honourable 
position and a lot of prestige. 

5. Pallavi in the form of a couplp of lines equal in magnitude to two lines of 
padam gave a completeness to the pada composition and made it an integral 
whole. The idea in pallavi is the most important thing. This idea gets worked 
out or expanded in the following carana-s called vrttams/ vrtta-bandhams. 
Another idea different from that of the mam idea in pallavi is not taken up 
in the same composition. Thus pallavai has become the life-force of the 
sankirtan, one may say. 

6. Annamacarya has not composed his own name into the last vrtta- 
bandham(carana) of his songs by way of ‘mudra’ . He contented himself by 
spelling out the name of his ista-daiva, VSnkateswara, wherever he liked. 

7. Language-wise,Annamacarya’s powers of composition are inimitable. Telugu 
became highly plastic like wax in his hands. His compositions make one wonder 
whether other poets who wrote padya-granthas (books of verses) could ever 
go anywhere near him in this respect. Annamacarya made his sankirtans 
full-pledged literature of unimpeachable standards, though they are couched 
in spoken Telugu. Thus, Annamacarya gets the honour of reviving padaniryukta 
of Bharata as pada-saippradaya. He has the honour of making pada- 
composition complete and integrated by making^allavi, which was unregulated 
and outside the main lines earlier as per San^asamayasara etc., important. 
He also seems to have accepted the idea of Sangtaratnakara in considereing 
prabandha as a tri-dhatuka. This has brought about a compromise between 
the schools of tridhatuka and caturdhatuka prabahdhams. With its importance 
to pallavi , the two elements of dhatu and matu in musical compositions 
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attained a perfection and beauty. In consequence the padanas became lively. 
Many are his broad views transcending caste, community and gender prejudi¬ 
ces. We may call him an integrator of both the worlds of music and literature. 
One can remember these points as- contributions of AnnamScarya to the 
Karnatakasangita. 


NRSIMHA KAVI 

Annamacarya had a son by name Narasinga by his wife Tirumalamma. 
He is mentioned by Tallapaka Cina Tiruv6ngalanatha in his AstamahisI Kalyana 
and he included some pujas on his (Narasinga’s ) death anniversary day -(Magha 
suddha caturthi) in his inscription(1546 A.D) donating Cendulur and Mallavaram 
of Kondavidu area to Lord V6nkat5svara. Narasinganna has been praised along 
with his brothers Cinnanna (Cina TiruvengalanSlha) and Peda Tirumalayya by the 
well known Telugu poet TenSli Ramakrsna. This Narasinganna is identified (though 
not conclusively) with SankusSla Nrsimhakavi the author of KavikarnarasSyana. 

A strange thing has to be noted here. Sfi Krsnadevaraya (1509-1530 A.D.) 
who made seven pilgrimages to Tirumala during his regnal years as a devotee, 
does not seem to have extended his patronage to the TSllapSka family. Surprisingly 
he donated TSjlapaka as an agrahSra to VpasarSya, his guru. When TMapSka was 
given away to VyasarSya, it is conjectured, Narasinganna seems to have moved 
away to a place called Sunk5sula (a village nedrer to Ahobilam and in Pulivendala 
taluk Cuddapah district). Prosodical works mention him as Sankusala Narasinga¬ 
nna. Kavikarnaras5yana mentions him as a disciple of Bhatta ParSsara, one who 
knew Adivan SathakSpayati of Ahdbila. The work favours Vaisnavism and is hostile 
to advaita;deprecates royal patronage. It was AcyutarSya who later on extended 
his good will to TSllapSka family. 

As suggested by Gauripeddi Rama Subba Sarma in his introduction to 
Tallapaka padasahityamu-samputam-I, Adhyatma sankirtanas of Annamacarya, 
the Sankirtan 129 (of the Vol-I) makes an oblique reference to the fact that 
Annamacarya had a son who mercilessly left him and went wandering away. The 
following are the relevant lines. 
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SRi RAGA 


“bayalu pandirivetti paraga jittamu galige 
dayamSli tiruga nStmaju dokadu galge 

(pallavi) 

(Adhyatma Sanklrtanamulu-Vol-I page 88/89-(1980 edn) 

The crucial question is whether this Narasinganna and the author of 
Kavikarna RasSyanamu are one and the same person. SrT RSma Subba Sarma 
quotes from Df. G.Calapati‘s Doctoral thesis titled “Kavikarna rasSyana kSvySnu- 
sllanamu’’ to the effect that one SunkasSla Tirumala kavi in his work, ‘BhSgavata 
Vaibhavamu’ stated that he was the grandson of Narasimha and son of Raghunatha. 
But AstamahisT KalySna states that Narasinganna had, not one son but three sdns, 
namely NarSyana, Appaiarya and Annamarya. These are different from Raghuna¬ 
tha mentioned by Tirumalakavi. This suggests that Narasinganna, son of AnnamSca- 
rya and SankusSla Narasimhakavi of KavikarnarasSyana were different. The matter 
rests there as at present. 


PEDA TIRUMALACARYA 

Peda TirumalacSrya seems to have flourished roughly between 1473- 
1553 A.D.. His mother was Akkalamma, another wife of AnnamScarya. He had 
two sisters by name Tirumalamma and Narasamma. He was a great scholar and 
held the titles Vedamargapradsthapanacarya, SrTramanujasiddhanta sthapanacaryS- 
V6dantacarya,J^vitarkika K6sari, Saranagatavajrapanjara. At the behest of his 
father he composed at the rate of one sankirtan a day on Lord Venkat£swara. 
Besides, he composed Vairagyavacanagltalu, Spigara Dandakam, Cakravalamanja- 
ri, Sfugara Vrtta ^atakajudaharanakavyas, Nlti-slsa-satakamu, Sudar.sana-raga«^, 
rfipha-rakaramulii and AndhravSdanta (Bhagavad-gita) and Dvipada Harivain.samu 
(not extant). 

He was such a great devotee that the Lord is said to have given him a 
boon that He would give darsan to three generations of people of his family and 
grant salvation for seven generations . He has donated to Lord Vgnkatesvara the 
villages KSvanur, mSruvakarai, Kuppam, Kijangunram, Mannasamudram, Rayala- 
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padu, Somayajulapalli, KottamuvaripaDi, Erraguntapalli, Pallipuram and Ganda 
Timmapuram. He donated to the Lord Pundi and Sangainkd^ donated to him by 
Acyutaraya . He even made arrangements for pujas to the Lord at his own expense 
on the bi^day of Acyutaraya. He gave some lan^ to Vitthal6svara at Vijayanagar, 
during the regnal years of Acyutaraya. He caused many renovations, got the 
Saidclrtans written on copper plates, caused the Pratistha of LaksmTnSrayana SvSmi 
at Alvar Ttrthafn. Some copper plates have the name Annamaraju Timmayya, as 
the scribe of the Sankirtans. The Sanlurtanabhandara was fully established since 
1540 with two vaisnavite servants, singers of Sankirtans etc. 

C3NA TmiJMALACARYA 

Eldest son of Peda Tirumalacarya, Cina Tirumdacarya had his brahmSpa- 
desa from Annamacarya. He may be said to have flourished between 1493-1553. 
He was a great scholar and held the title ‘asmbhasa kavicakravarti’. He too 
composed many sankirtans. He composed the Sankirtana Laksanamu in Telugu 
as also a Dandakamu in eight languages (astabhasadandakamu). 

He had donated half the income from the village Nediyan for performing 
the kalyanbtsava of Gbvindarajaswamy at Tirupati. He had also donated Veduma- 
ppSkkam for certain kainkaryas on the day of citra star in citri, mrgasIrSa in 
vai§akha etc. 

It was Cina Tirumalacarya who renovated the temple of Kalyana V£nkate- 
svara at Srinivasa Mangapuram*, caused the pratistha of a new vigraha. He has 
also caused the pratistha of a ,vigraha of Aimamacarya, (his grandfather) along 
with Bhasyakara, DSsika etc. He got the icons of Annamayya and Peda Tirumalaca¬ 
rya sculpted on either side of the first gopuram of the temple. As we enter inside, 
to the right is his own icon pointing to Tirumala with his right hand. After we cross 
the first dvarani, on the first pillar to the right is sculpted the icon of Annamacarya 
pointing to Venkat5sa with ids left hand. On the third piBar in the same row is 
the icon of Peda Tirumalayya pointing to Venkat£sa of that temple, with his left 
hand. 

The DSvatarcana vigrahas of Tallapaka family as also the tavalams and 

bhajana cirutalu (pincers, beads strings etc.) are, even today, preserved at this 
temple at ijiilmvasa Mangapuram. _ 

l.T.T.D.lh.scriptions-vol IV-No.l44. lascripation dated 22.3.1540. 
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PEDA mUVENGAlANATHA 


He is described as ‘sStvika subhamurti’ and ‘sangita satkavitvSdhika’. His 
cous in R£vanuri VSnkatSrya says that the Lord used to dance as Peda Tiruvengala 
nStha sang. But he seems to have left the mortal body before 1546 A.D. 

CINA TIRUVENGAIANATHA. 


He is the author of AstamahisI KalySna, ParamaySgivilasa, Usiparinaya and 
Annamacarya Caritra. An expert on Dvipada metre, he could compose one 
thousand dvipada couplets a day. He instituted dharmakaiipkaryas to the Lord on 
the birth anniversaries of Annamayya. and Peda Tirumalacarya as also on the 
death anniversaries of his paternal uncle Narasinga, elder brother Tiruvengalappa 
and his mother Tirumalamma by donating the two villages, Cendalur and MaUava- 
ram (in Kondavidu area) with an annual income of 620 varShas. This donation 
was made in 1546 A.D and an inscription was issued.The weaving community 
elected him as their preceptor by presenting him a sum of ten thousand varShas 
and requesting that he and his descendants should be their heriditary preceptors. 
A copper plate inscriptipon was issued to this effect. 

KONETl TTRUVENGALANATOA 

He seems to have led a luxurious life. He is said to have known kSyasiddhi 
and lambikSySga. He was the recipient of BoUpaUi and Olapalli, two agraharams 
near Addanki, from SadSsivarSya of Vijayanagar in 1544 and 1545. K0n£ti 
TiruvgngalanStha himself donated some land to the Deity, CennarSya of Puspagiri 
(Cuddapah district) in 1559 A.D. 


TIRUVENGALAPPA 

Son of Cina Tirumal2c3rya, he has translated AmarukSvya into Telugu, 
written a Telugu commentary called BalaprabSdhika on NSmalinganusSsana and 
a Sanskrt commentary called sudhSnidhi on Mammata’s KSvyaprakSia. He has 
donated a part of Ambattur and Tuppil agrahSrams in 1554 A.D. for the 
kalySpStsava of Govindarajasvami of Tirupati. He has donated Nallattamgri and 
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Periccambakkam villages to ArulalappemmZQ of Cina Kanci in 1553 A.D. 

revanOr venkatarya. 

Son of TirumalSmba, daughter of AnnamScarya. He -wrote a kSvya, 
Sakuntalparinayamu and SrTp3dar6num5hatmyamu pertaining to Lord V€nkat£- 
svara. 


‘Peda Tirumalacarya’s sons seem to have flourished until around 1560 
A.D and not till 1565 A.D., the year of the battle of TallikSta. This family has 
served the Lord at Tirupati for hundred and fifty years in examplary devotion. 
TaUapaka is a by word for poesy in Telugu. Aimamayya is inimitable and 
unsurpassable in poetic composition in Telugu. 
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WORKS OF C3NA URUMALACARYA 

TaJlapSka Cina Tirumal5c3rya’s works are: (1) AstabhSsS Dandakamu (2) 
Sankirtana Laksanamu and (3) AdhyStma and Smgara Sanklrtanalu. 

. Of these, AstabhSsa Dandakamu- a composition in dani^a metre in 
praise of Lord Venkatesvara composed in eight languages namely (1) SSnskrt (2) 
Prakrt (3) SaurasSni (4) MSgadhi (5) Pai^Sci or ApabhramSa bhasS (6) Prad (7) 
Avanti and (8) sarva deslbhasa, was got inscribed on copper plates by the author 
himslef on 7.11.1537 (Hevilambi samvatsara margaslirsa ‘suddiia pancami Budha- 
varamu). It was first published by the Tirumala Tirupati DCvasthanam authorities 
in their publication titled “ The Minor works of Annamacarya and his sons” issued 
in vol.I, Tirupati Devasthanam Tallapakkam works, in 1935. This publication was 
supervised by Pandit. Vijayaraghavacarya.,This dandakamu seems to have brought 
the title “astabhasakavicaikxavarti” to Cina Tirumalacarya. 

Cina Tirumalacarya’s sankirtanamulu also have been inscribed on copper 
plates during the life time of the author. Sixty adhyatma sankirtanas and one 
hundred and nineteen snigara sankirtanas have been printed in 1962 in TallapSka 
works, volume XVI under the editorship of Arcakam Udayagiri SrTnivasacarya. 

Sankirtana Laksanamu is a small work of seventy one verses ( and twnetyfive 
sandhivacanams or prose linkages) dealing with hymnody. 

HISTORY AND SOURCES OF SANKIRTANA LAK$ANAMU 

From verse 15 of Sankirtana Laksanamu in Telugu it is known that 
TSllapaka Annamacarya had composed a work called SankMana Laksanamu in 
Sanskrt. Verse 17 reiterates this fact and adds that it was commented upon by 
Tajjapaka Peda Tirumalacarya, presumably in Sanskrt. Verse 16 states that Cina 
Tirumalacarya had permission from his father Peda Tirumalacarya to compose the 
work in Telugu. Verse 17 states that Cina Tirumalacarya embarked on composing 
the work in Telugu verses following the SankWana Laksana in Sanskrt (tad 
vakyanusarambugan). 

It is learnt that Annamacarya’s Sankirtanas have been very popular even 
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by 17.5.1535. Some copper plates with sanklrtans are known to have reached 
jAdiObalam, Srirangam, Cidaipbaram, Simhacalam,Kadiri etc. Some palm - leaf 
manuscpiripts are also known to exist at SiTrangam and Tanjore. This happened 
as the Ta|lap3ka family took it upon themselves to propagate Vaisnavism of 
RSmSnuja school. 

Being a witness to the popularity of AnnamScarya’s SankTrtans, Cina 
Tirumalacarya is said to have got his Sankirtana Laksanamu in Telugu inscribed 
on big stone-slabs of fopr feet width and seven feet length in the temple of Sri 
Vgnkatgsvara following the campaka pradaLsina order. Not only that. He got 
engraved on similar stone-slabs some examples of how the sanklrtans were sung 
with svaras.sahitya etc. It was Sri Udayagiri SrlnivasSc2rya who discoverd these 
stone-slabs in 1949. The exact number of stone-slabs thus engraved is not known; 
but only two such slabs have been discoverd and preserved. 

A Sankirtana in Sanskrt is said to have been illustrated for singing with 
svaras, gamaka and sShitya. Terms like udgrSha, mglSpa, dhruva, antara, abh5ga, 
uga, ayrtaniyama, jhampa, ata, rupaka , tivada, adi, gka, jyavala, adi jyavala are 
found on the slabs as also pallavam and padam. Sri Srlnivasacarya opines that Cina 
Tirumalacarya could have got them inscribed on the stoneslabs prior to 7.11.1537. 
He has given details of this discovery in his introduction to volume XV of TaUapaka 
Ggya Racanalu, containing Annamacarya’s Smgara sanklrtanalu (1961) as also in 
the introduction to volume XVI containing sanklrtanas of Cina Tirumalacarya 
(1962). Two things are clear. Firstly Sankirtana Laksanamu seems to have been 
inscribed on the stoneslabs though they are not available now. Secondly writing 
music with notation, i.e. with svaras, gamakas and sahitya was prevalent in Telugu 
as far back as the beginning of the sixteenth century. The four photographic plates 
published in vol XVI of the sankirtan series are incontrovertible evidence to this 
fact. 


Though the stone slabs are not available for checking up the text of 
Sankirtana Laksanamu in Telugu the copper plates are available. Cina Tirumalaca¬ 
rya got this work inscribed on copper plates also during his own life time. But 
the date of inscribing is not mentioned. 

The texts on some of the copper plates were got copied by one Sadhu 
Subrahmanya sSstry as far back as 1922-23. When the paper mss. were found 
in bad condition, some were issued in print as ‘The Minor works of T3llapaka 
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AnnamScarya and his sons’ -Vol.I. during 1935 under the editorship of pandit 
Vijayaraghavacarya. 


EDITING THE TEXT 

Two slightly different texts are available for Sanklrtana Laksanamu in 
Telugu . The first is the printed version. The second is the version on the copper 
plates. Though the printed text is merely the copied version from the copper plates 
they are not indentical. Some mistakes seem to have crept in either at the time 
of copying from the unclean copper plates or at the time of printing taking the 
text from paper mss. in bad condition. Now that the chemically cleaned copper 
plates are available for verification of the text (at S.V.Museum on Temple 
Art_ ,223, Govindaraja swSmy North M5(S Street, Tirupati) the printed text 
available is corrected, adopting the text on copper plates as the standard original 
text. The following are the details in this connection: 

1. The text of Sanklrtana Laksanamu in Telugu is inscribed on four copper plates 
each measuring 40 cms. x 18 cms. The writing is on both sides of the copper 
plates. The date of inscribing is not given. 

2. The writing is in the old style with pum3nusv2ras for ardhanusvSras and 
duplicated consonants etc. 

3. The printed text shows 71 verses. The last verse on the copper plates is 
numbered as 70 only. On a check up it was found that the verse beginning 
with ‘nalugu pSdambulu noka cSluna,..’ has not been given its serial number 
32; but is given after the next verse beginning with’ vi.samapadambulokaiTti’. 
It must have been a scribal error. 

4. The copper plates have the verse beginning with ‘sankirnavividha pSpa’ as the 
9th verse and the verse beginning with ‘madi dSDap'Skayannaya’ as the tenth 
verse. The printed text has them as 10th and 9th. The order of the copper 
plates has been restored in this edition. 

5. The copper plates begin with the following caption:’ Srirastu Srlmate Rsmflnu- 
jSyanamah.Tailapaka AnnamacSrulya Kum3rundu Peda TirumalScSryulu vSri 
kumSrundu cina TirumalScSryulu Snaticcina sanklrtana laksanamaina pada- 
cchandamu’ The printed text has omitted ’aina padacchandamu’. It is a very 
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important detail. The author has given ‘padacchandamu’ as the alternative title 
of the work. It is the ‘pada sampradSya’ that the author is mainly concerned 
with. 

6. In verse 8 line 2‘ianniyunadapanga buta yagu dSllapa’ is the copper plate 
reading. The printed text also reads ‘dalapS’ without duplication of ‘la’ . But 
both are incorrect as Prosody gels affected. It is corrected in this ‘edition as 
dalulapS’ whichrestoresthecorrectprosody. Similarly in verses 12, 15, 34. 

7. The fourth line in the verse beginning with ‘sankTrna vividhapSpa’ ends with 
‘sankatamkamulu valadu samanuni valanan’. The underlined reading valadu 
is common to both the copper plates and the printed text. But it does not make 
sense. The word ‘valadu’ is prohibitive in its sense meaning ‘ not required’. 
The idea that even people with a complexity of sins will get free from miseries 
from the God of Death if they sing sankirtans of God gets restored if it is 
read ‘ vadalu’ meaning loosened and got rid of. It is corrected accordingly 
in this edition. 

8. Both copper plates and the printed version show the vrttams as‘vr’ without 
indicating their particular names. Similarly the glti-s are shown as‘ gT’.For the 
convenience of the readers the vrttams 12,15,17,26,28,34,50 and 64, are 
shown with their particular names indicated ‘ ma’ - matteba vikrldita and so 
on. Similarly ‘Sta-veladi’ and ‘tSta^ti’ verses have been specifically indicated 
as‘a. ve’- ‘te. gT’.. instead of’gl’. 

9. The copper plates version of verse 13 is ‘bharatsdi granthambula’. The printed 
text reads as ‘bharat3dulu_granthaijibula’. Obviously it was corrected at the 
time of printing with the impression that prosody was affected. If the whole 
is taken is a compound ‘di’ can become a guru because of the conjunct 
consonant’ gra’. The author has only the work Natya Sastra in his mind and 
not the author Bharata . This is supported by his use of Bharatamu’ for 
Natya^astra in verse 18. 

This edition has adopted the reading of the copper plates. 

10. In verse 14 the printed text gives the last words as ‘tat prabandham amrta 
dhara b6li’. The copper plate gives it as ‘amrtadhara bSlu’. The copper plate 
reading is adopted in this edition. 
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11. In verse 8-line 2, the printed text reads as ‘tetamayye padamu’. The copper 
plate gives it as ‘tetayayye padamu’. As there is no word- fohn ‘tetamu’ the 
copper plate reading is accepted. 

12. In verse 20, the last word of the verse in the printed text is ‘badade’. The 
copper plate gives it as ‘badade’. While the first reading relates to ‘krtis’, 
the second one relates to the subject ‘ krticeppinayStadu ’(the person who 
has composed the work of art). The copper plate reading is more appropriate 
and hence accepted in this edition. 

13. In verse 23 line 2, the printed text reads ‘manuju satkavitayu’, whereas the 
copper plate gives it as ‘manuja satkavitayu’. hi view of the fact that the 
first line ‘sampradSy^gata jnSnasahitudaina’ qualifies only ‘manuju’ and not 
‘satkavita’, the reading of the printed text is accepted in this edition. 

14. The prose link that follows the verse 37 in the printed text reads ‘munduje- 
ppina nibandhana n3ma padainbunaku navayavaipbulaina yavSntara pada- 
ipbulaku nanukulaipbaina pallavi ettidanina”. This has caused much confu¬ 
sion as it purports to speak of a pallavi for the individual words. The copper 
plate reads ‘nibandhanamapadambunaku navayavaipbulaina avSntara pada- 
mbulaku namaipbu leyyavi yanina’. The latter is the correct reading as it 
purports to give the names of individual parts of a nibandha padam. The 
next verse expectedly goes on to enumerate the names of the dhatus 
udgraham, mSlapam etc. The copper plate reading has been incorporated in 
the present edition. 

15. In verse 40 the printed text gives the last word as ‘munulu’. The copper 
plate gives it as‘ghanulu’. The context pertains to ‘§ikhapadam’ which is found 
in the works of historical times, like SangTta Cfldamani, Sangtta Ratnakara. 
Any reference to ‘munis’ is inappropriate. Hence the copper plate reading 
‘laksanajhulaina ghanulu’ is accepted and incorporated. 

16. In the prose link after verse 40, the printed text gives ‘praySga sampradaya- 
mbetti danina’. The copper plate reads it as‘ ettanteni’. This latter reading 
is accepted and incorporated as it details the mode of using pallava and 
sikhapadam. 
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17. The copper plate and the printed text give the first word of the verse 44 
as ‘vugamu’ beginning with ‘vu’.This word seems to be a shortened form 
of ‘udgr2ham’. As indegenous Telugu words are not supposed to have initial 
‘yakara’ ‘vu’ ‘vu’ ‘vo’ ‘v6’, the form ‘ugamu’ is taken if only for the sake 
of the modern reader. 

18. In verse 51-fourth line, the printed text-reads‘ (pada) yugalamuga’. The 
copper plate gives it as‘ (pada) Yugalamuna’. The latter is accepted and 
incorporated as the locative form is appropriate. 

19. The prose link after verse 52 in the printed text reads ‘andu ardhacandraka 
padambetlantfini’. The copper plate gives it as ‘andu ardhacandra padambe- 
tlantSni’. ‘ka’ is a diminutive particle. It does not go well with ‘ardhacandra’. 
Hence the copperplate reading is accepted and incorporated. 

20. In verse 64 both the copper plate and the printed texts give at the beginning 
of the third line ‘vistara pSda vadamula’. Though the poet might have chosen 
‘vSdesa’ for‘ pa’ even in an Smredita it is shown as ‘p3dap2damula’ for the 
readers' convenience. 

21. The printed text in the prose link after verse 64 and m the verse 65, gives 
‘yelapata’ as beginning with ‘ya’ sound. The copper plate also reads 
‘ySlapadam’, ‘ySlapSta padaipbu’. This morphological form with initial 
consonantal ‘ya’ is retained only to enable the reader to distinguish between 
‘eia’ of ‘£laprabandha’ and this ‘ySla’ which are two different things. 

22. In verse 67 the printed text reads in the fourth line ‘bhavajnulu valkunatti 
paddhati’. The copper plate gives it as ‘bhavajiiulu valukunatti’ without 
resorting to the snycopated form by dropping the vowel ‘u’. This latter fonii 
is accepted and incorporated in this edition. 


DATE OF COMPOSITION 

It is not known when exactly the work Sanklrtana Laksanamu’ (in Telugu) 
was composed. The copper plates also do not specify when it was transcribed 
on them. Internal evidence is available in verse 16 that the author’s father, 
Tallapaka Peda Tirumalacarya was aUve at the time of the author’s endeavour as 
the verse speaks of the author getting his father’s permission. Peda Tirumalacarya 



is said to have lived till 1553 A.D. This can be taken as the latest limit. 


Cina Tirumal5c3rya has had the good fortune to receive his ‘brahmOpade- 
■^a’ from his grandfather Annamacarya who lived until 1503 A.D. If it is presumed 
that Cina Tirumalacarya was in his ‘garbhastama’ (7th year of age) at the time 
of his upanayanam he may be taken to have been bom around 1493 A.D. and 
his upanayanam taken place around 1500 A.D. Peda Tirumalacarya could have 
been a young man of 20 by 1493. As Cina Tirumalacarya receivinghis ‘brahamOpa- 
d£6a’ from his grandfather is recorded in one of his sanklrtanas (adhyatma 
sanklrtana 39-Vol XVI), it is reasonable to think he would have been some thirty 
or thirty two years old, lo become a scholar in sahitya and san^ta so as to realise 
the greatness of his grandfather Annamacarya and make an effort to pay his 
respects to him by composing this work in Teiugu. It is a testimony to this aspect 
that this work runs like a panegyric in the first dozen verses or so, to AimamacJ^a. 
One may put the composition of this work around 1525 A.D. and its inscription 
on the massive stone-slabs some time before the inscription of astabhasadandaka- 
mu on copper plates in 1537 as Annamacarya’s compositions were popular even 
by 1535 A.D. 

PARAMETERS OF THE WORK 

1. This is a work on hymnody. Sanklrtana Laksanamu and Padacchandamu are 
given as synonymous titles of the work by the author. Padasampradaya is the 
main concern of the work. 

2. The first verse is a tribute to the galaxy of pada kavi-s who have sung Lord 
VgnkatSswara. 

3. Verses 2 to 12 are devoted to Annamacarya’s sanklrtanas. Verse 13 describes 
Annamacarya as Padakavitapitamaha. Verse 14 speaks about the need for 
knowing the laksana and laksyas. Verse 15 records Annamacarya’s authorship 
of Sanklrtana laksanam in Sanskrt. Verse 16 and 17 speak of Peda Timmalaca- 

"rya (father of the author) and the fact of his having commented upon the work 
and the author undertaking to compose the work in Teiugu verses. 

4. Verse 18 touches padam as mentioned in Bharata’s Natya Sastra, prabandha 
in Sangtta Ratnakara and dS^aila in Sangfta Candrika and San^Tta CQdamani 
and San^ta Sudhakara. The need for devotion to God, humility and knowledge 
of tradition are touched upon in verses 19,20,21 respectively. Verse 21 
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commends obtaining Divine Grace or learning through a guru. Verse 22 speaks 
of poetic compositions with knowledge of tradition lea ding to realisation of 
God. 

5. Definition of Padam, vittam as a four lined composition in music as defined 
by Bharata and these vrttabandhas being the three dhStus in a musidal 
composition are dealt with in verses 24,25, and 26 respectively. 

6. Lan^ge regulation for padam is given in verse 27 and dc^ilas in Kannada, 
Tamil, Telugu, LSta and Gau^ languages are mentioned in verse 28. 

7. Padam is taken up under three heads: (1) Vrttapadam (2) Nibandhapadam 
and (3) CDrnapadam in verse 29. 

8. Verse 30 to 33 deal with Vrttapadam in their variety as sama, visama and 
ardhasama forms. 

9. Verse 34 to 53 are devoted to dealing with nibandha padam in general. Yati, 
prasam, guru-laghu niyama, tala with d6^i and matga bh5da, dhatus, udgraha 
etc., Pallavi, ^ikhapadam, padam with four, three and two dhatus as also 
ekadhatuka are touched upon. A variety of padams like astapada padam, pada 
mahka, ^rabhapadapadam, concept of muktaka (ch6dyaka ) and kulaka, 
daruvulu, jakkula rekiilu, elalu, gobbfllu, vakyamulu and candamamapadamulu 
are all enumerated. The two lined padams are also enumerated and ardhaca- 
ndrapadam explained. 

10. Verse 54 and 55 are devoted to cQrnapadam and talagandhi. 

11. Colloquialisms, language appropriate to the character, proverbs and idioms 
are justified in padam composition in verses 56 to 59. 

12. Verse 60 and 61 define adhyStma sanklrtanams. 

13. Then, vakyam, daruvu, candamSmapadamu, ySlapStapadamu etc. are dealt 
with in verses 62 to 66. 

14. Coalescence of words is touched upon in verse 67. Verse 68 extols 
dSsqjadam. Verse 69 speaks of how they can excel. Verse 70 deprecates 
insipid compositions. 



15. Verse 71 deprecates plagiarism. 


IMPORTANT FEATURES 

1. Sanklrtana T .aksanam u is a unique work as it is the only one of its kind 
available. 

2. As Sanklrtana-s and Itoana-s are the main stay of KarnStaka sangjta its 
importance to it cannot be over emphasised. 

3. Though Padaniryukta is mentioned by Bharata only in the context of ^ta-s 
or prakarana-gltas, though ‘prabandha’ is a later concept found in musicologi- 
cal treatis^ like San^a Ratn3fcara and though ‘d5saila’ is part of this 
prabandha concept, this work amalg^ates all the three into one padasampra- 
daya. One can certainly trace the origin of a devotional musical composition 
to padaniryukta variety mentioned by Bharata as‘devastutyatmaka’ without any 
upOhana and pratyupChana (using oflnonsensicalmusical sounds). Neither the 
classification given by Bharata nor those of later classics like San^ta RamiSkara 
are extant today. ^ it will only be a practical approach to accept this 
amalgamation without entering into scholastic arguments. 

4.The work mentions mSiga-desi bhfida in tala. This may be suggestive of the 
use of maiga tala-s also as late as early 16th century. 

5. Though Bharata uses the word padam as ‘svara taiatmaka’ in the context of 
gandharva and SarfigadSva follows Bharata in mentinoning padaniryukta, 
Padam can be taken as the short form of the latter and equated with klrtana 
or Sanklrtana. This author has used ‘padam’ in the sense of a klrtana or 
sanklrtana. 

6. This work is historically important because of the fact that it uses the terms 
‘krti’ (verse 20) and ‘mudra’ (verse44). San^a SuryOdaya, a musicological 
treatise contemporary to the present work, does not use the word ‘mudra’. 
For vaggSyakara mudra it says‘ svabhidhana vibhOsitah’. (vide, ‘padam .so^Sa- 
mabhOgah svabhidhana vibhOsitah s.s. 5-73). 

7. The words pallavamu and paUavi are both found used in this work. 
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8. SikhSpadamu is mentioned in this work. Generally it is not heard of today. 

9. The author gives the names of dhStus udgrSha, mSlSpaka, dhruva, antara and 
SbhOga to what he called vrttams. If we take vrttam as a four lined composition, 
they refer only to the parts of the song called carana-s. By the way, the word 
‘caranamu’ is not used in this work. 

10. This work mentions ‘ySla pSta’ in contradistinction to ‘desaOa’ which falls 
under ‘elSprabandha’ 

11. The exact meaning of ‘citra varnaihbu’ in verse 63 is to be explored further. 

IT TSnaka rflga seems to have been used in the sense of ‘tanam’. 

13. The Use of the word ‘dhatu’ seems to be on its way out. Sangita SuryOdaya 
mentions svaras primarily and states that some scholars call them dhatu* 
(ranjakah svara samuho ^amityabhidhiyate, tadSva kaiscid vidvadbhir dha- 
"turityabhldhiyatg (S-S. 5-2). 


EXPLANATION, COMMENT ETC. 

In presenting this work the verse, its purport and the explanation are 
given seperately in Telugu. The English portion has the purport of the Telugu verse 
given followed by explanation etc. Transliterated text in Roman script with 
diacritical marks is given at the end for the non-Telugu readers who wish to peruse 
the Telugu original. The main aim is to provide the Telugu and non-Telugu lay 
reader with as much information ns possible. It is to be stated that this English 
version of the Introduction is not a word by word translation of the Telugu version, 
but generally follows the same. Technical intricacies have not been touched upon. 
It is hoped this work will be found useful. 


MADRAS 

9.8.89 


DR. SALVA KRISHNAMURTHY. 



1 




Soil ^ 

sSicS^ 

£<SS53«0oe»SSSJC^o 

g3i3^eS532«5Soo:SJS4^o&)S' 

®».ii ^ ■3o2't3g^0c>?)§ JSSjS vSOj&^iS (5®©ot3 SeSSS SSstajo 

cS oii3€y®^o ScpSS ’SsaajTbfT'^^ g2 ^d3jg%J^o 


sp^i sja g^er-^as^ ga ^5»go<5* ■a»a«o‘2)^ ;3!ba :s>o«c»-s5£:jo. 5*©;j»« 

•Sogtig^^jg S)oSc,sp-2r»gj^oa6§ ga jpcssjgd^o aa^o^ sa^wdoa. 
speoJ^a^ao©^ ‘ia??’aa'g+asr®cajg«S(;a53’ esa aosajgxj'ta a'tBj^g^aa^ccso 
fea'^oa. ^ gmas §*15 «-3 «!)5o5*a»too ajeS s’a^ ©cpeo 

da’j^oaj. aa^o, ©go, s»a5o ©"^ (Saco '*’gr>c» ^ ©-i^ air»4ogo'«o 
t-g ©go. ajsl -^g^ajai ©oto ainSj^oao^as ©ai(Ktyoatj»as a^a^gjo 

goa^as ©a ©a^^disjo. ajao ©^Sg-^a -Sjoj ( ©as^adSso) ©aji’-^’^ 
(dat^a^ '«i ai«sP5;3 g£ ^ -^gtogj&as doa. 

wcssja gaig ©cssiasi sj^a aaga a^ooaoo 

S'Sg'Soa ■&e»ar» ^^oaa ©a(^ds>o. ©ep'S ^ aaacs ©a 

gi’cs® ©go. ‘"So’ ©^a a50(eS^^o€^ ‘‘Sew ^^^ajo®’ 

aa^^ fce3»g^go. ■Sog'^g^Qjao aca^fe a^ar»a'^a ‘"So’ ©iS &£s» 
<g^go goo (aaa ^a» 3§^© (a^go)s^ g© -&«g^j 3 bjij ©a ©a^^dSjo. 
ftsdSja^ aolg^ao ^aa aaga ga a^ca^ga^o aaoaoo aa^easa 

©ai^dSso. «r>aj ^ "^ogtjg^^^&d aiQoaoo*^«sag>r» ©t3 ga 

a®c53ig«jo s®5Po^ §*6g5«-^ ©a aa^a^e^aj. “ 

1. ^ aa^o^ «*©iPg aa ga(^j^S 5 ga a^dSig^jp 3 a\©dan» ^©gg^ 
asa^^ ©ekiasodaspai wessoa <r>©n»&, ‘aagaoro a€r>a 5 a«’ar® ©coia 
^ga®g ©a_;^ap>a^cb^oa s«Sj*oaoo gg^o 5 »£S 3 . ‘^or aaga ajd’ ©^ 
aauoo»a;^ ‘■3a>gt5a'^ aaga^^^as’ ©a ag aaao^"^ («S 3 »t> ©ajar^vP 
^c«5i a>aj. ©^aj ‘ae3*ooex>a&’ ©^ a 7 -o©& (^^0 

aasoa. 8j»os3a ©a^asesa^ S’e^dn® ^ -^ogtog^^jcod ae^oa ^aTaJjxa 
‘^ogo ¥«s»’a^ aa_;^a^ a®^ai ao5«?:coa isa -aoa€r«a” ajj€j®coa«D^aj ©a 
d®j30€)Sto'3 a'^otwTP es'cada ©a^^ajcssj^aj ©ao|«s?o-cr>ao. agaiu ©o'ts 
^ao»a3o ©a5(«a*oao §«5g fecoo. atgajota ajj€y®^©aao. a^rao ©a^aj 
awo^^acpa^ ^a^aoaa ©ogo ^ gas ^a 5 :) 3 a ep«a®g aaiaj 
(aa ©Oi-SoMdspasaj) p?)a ‘©a^aj®a®g^ a©;©’ ©■^'a^aasTa^oS^ sju® 


1 



Vetse 1. 


Tr: The illustrious leadership of poets accrues to the lustrous string ot 

pearls ( of individual distinction) of the earlier gem-like music composers (of 
padams) of holy-conduct dear to Sri VSnkateswara. 

Com: This is the poet’s first verse of auspicious beginning with ‘Sri’. 

Leadership of poets is ascribed, in this verse, to the earlier holy music composers 
(Sankirtanac5ry5s) who sang about Lord VSnkatSswara. A split up of ‘prabhSvaha- 
ka + vinayakatva’ renders the facility of remembering VinSyaka also. The word 
‘SrT’ along with the meaning lustre, carries certain other meanings too. One of the 
other meanings is ‘trivarga’ indicating the gamut of the entire worldly life consisting 
of dharma, artha and kSma. Isvara means the over-lord capable of rewarding and 
punishing. Lord V6nkateswara has the power either to reward us with what we 
think wordly-good or progress, or punish us ( in our mudane-life). He is fond of 
His devotees. Remembering the music composers dear to Him can result in our 
worldly good too, it is suggessted. Again, ‘SrT’ means Saraswati, the Goddess of 
Learning. ‘V6m’ is the mystic sound syallable in ‘V€nu Sy5mal2 Vidy3, capable 
of giving literary talent, in Mantra Sastra. Thus SrT V6nkat£swara is the Lord with 
the mystic syllable ‘v5m’ identical with the Goddess of Learning, in His cheek. 
This suggests that it is only natural that the music composers who sang the Lord 
should acquire leadership of poets. No need to say, the author, with a similar desire 
for leadership, has chosen to utter the name of the Lord. 

1.Though the leadership of poets is attributed in this verse to the 
earlier composers of padams it is not difficult to guess that the author had in his 
mind mainly his grandfather, Tallapaka Annamacarya, who is hailed as ‘Padakavita- 
pitamaha’ or the creator of poesy of devotional music. If we take the phrase* purva 
padakavimani’ in its singular sense one cannot help remembering Annamacarya. 
Then the phrase* vara Raraihbu’ { the valuable pearl necklace ) springs to a new 
life. When Aiinamacarya, as a boy, had his first darsan of the Lord and recited 
the centum of verses composed earlier by himself, theLordis said to have slipped 
His pearl necklace on to His own sacred Feet and blessed him. *Varam’ (boon) 
is Mfilment of a desire by the grace of Gods; *haram’ means a string or necklace 
of pearls. This item of the Lord presenting the pearl necklace to Annamayya is 
described in ‘Annamacarya caritra’ composed in dvipada metre in Telugu by 
Tallapaka Cinnanna (Cina TiruvSngalanatha), a brother of the author of 
SANKIRTANA LAK$ANAMU, thus: 
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So£)iS JStP^eaoJ^ 2Soa3c!SS» 

"SogoS^So SSj^StoOS S’otS 
■^ogo g«goc» 3S5^2io-CS>od5co 
li^;3 sSM«y>^e> 'Sir* d53¥®cs- 
st3 d'issiMo "S^piSciu^aoS- 

«0 o— 

^s> ■ax'O dSjejg;«> ttesissoa ss-a^ 

«s§*sssij;s5 (o>ao3’ {©aj^ssj'-cj^g^ a0(^ ;5)to. 26) 

i?ioa^ saga j^s^ao, sos^^asos^ ‘sol^^a qg^cso’ sJa^aspar" 

es>ca>a gaiT»di)gbai77> cp^a^spj^aa (^Sj'oaao sj^d sc 

SJ'Co. 

CP 

2. ‘saga’ eso'ta ‘SP'^dSaS'Cbaa’ e>a Jjgj^a (KoJ'o-CT*©- ‘SacS’ggo 
ipago. ‘sagasid’ ©ola ‘^aso sp'^caas’Coao’ ©a ©aj^aao. /pso^a 
‘cpKo’ "^Soo e^ejo 3®"^ ^SdSsS^^a 5»aj. C5»a§ SP'^<35bs»ajS'gao 

5»*p®. ^atj»as (jp^pas) ©S3gr»ooA» gp’O^a 5»s^o >o. -c< >o5^a 
SJ»o®^ n»cajg3e» ‘Sr»4SbJ§)’ esotJ^Cb. es€PT? d»o^a l^<JSr»o-7»aj^ (musical 
element) ‘o®efc2^’ esotJ»OL>. ijeP SJ’ifc- CPdb QtT'S'^S £J®?r-‘i^dlr«®j^ 

^jpaj ‘o3«^cajs*cbS’spao. sp'^cabs»ob^ s^a^so, ejaso i^a»e», sp© 

e^cyeu (^S)S'&a SoAeS («oO»^3S^63d2^. a»Caia ‘SoAd Sog 

Coao’ es'^ 0oao®^ SoAor'CP^caoo ir>Qo6^ jj'^dSSjS'O^a TPcSSig 

^CPOJ e^CT»e» as^eod^^. es"^ |l.«. 11-13 ¥o»*ge> S»ooa»tJaa 
doStid ^c^^2§)a ‘soAa ssjcsi)>e’si'^ ^^^oao5^a ‘A^pasccs’SiiS ej^sr* 
agCoofi^Si jp'^dsjsocpaoo e^g^CJPen^a^gSa S^cd aaSjr» SS^od^.' l^-^- 
I3««y>a^pt3 ‘•?T'g^'ds§)a soAa cap^^gco’ (SJja'^s («oao. "^oaoS^ 
3sj^«ds s^^cajs»c e;^g^CT‘e» &aS gs^ajau^, (sc^es) !boa» 

ar»>euaeot3 au» dotT»cco: 

ir>'Sdi)S»Coa§ So«g, eS^g a'^go §^So JJ^^gCn docp®. 

^g^as^CbS^So ©aCPSS^-a'eM esoto esS^CS^-T^ajen 9®?3 4oc»®. SSo, tsQ 
SSs, aS.SJ’a SBdSjtoo i^So aoa-r»^^o 3®c32iJ^©. esS^i^ 

wPa ?Jt;goos»CPen, ^sa^^a esCPoos^CPew 3®?j i^ej?i®S ^^50^0 aocr>©. 

^^oTPCPa Oeu, as^'S esSoJSPS Soa^CPcd ,tJ»S at^en 9©?5S CScjpSS 
Oss^^o 6oCP>€). 
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“As the nambi was doing the ritual worship nearby, the boy, in great 
devotion, supplicated for the grace of the Lord by reciting the centum of verses 
composed by himsdf earlier in His name, and the Son of Yas6da, (Sri V£nkateswa- 
ra here) made the string of pearls adorned on his body fall on His feet, thus showing 
His grace. The priest, seeing this was wonder-struck and coming to the boy happily, 
offered him “sathakOpa.” (AnnamScarya Caritra -page.26) 

That the author Cina Tirumalacarya, is meditating on Annamacarya, who 
is a composer par-excellence and author of Sanklrtanalaksapamu in Sanskrt, as 
the Leader of Poets, is the point here. 


2. ‘Pada-Kavi’, here, has to be understood as ‘vaggSyakara’; ‘mani’, 
a precious stone, indicates only excellence here. So, padakavimani means uttama- 
vagggyakara or the best music-composer.‘Raga’in music cannot be known by the 
mere knowledge of its regulations; a composer of a libretto-song is needed. A song 
is a composition fit for singing. Musicians call the words of the text ‘matu’; similarly 
the musical element or the musical setting is called the ‘dhltu’. Thus, one who 
constructs or composes the words of the text and the musical element of the song 
is called ‘Vagggyakara’, ‘vak’ representing the words and ‘g£ya’ representing the 
musical element. Ancient treatises on music contain the classification of ‘Vagg£ya- 
karas’ into a threefold division of uttama (the superior), madhyama (the middling) 
and ‘adhama’ (the inferior) types as also their characteristic abilities. Narada’s 
‘Sangjta Makaranda’contains the qualifications and classification of Vagggyakara-s 
and g5yaka-s (singers) in the 4th quarter of its adhySya (chapter) on Sanglta. Again 
PSrsvadgva’s Sangita SamayasSra’ considered to belong to the period 11-13 
centuries A.D. has in its 8th adhikarana called ‘gitSdhikarana’, not merely similar 
information but also the mode of testing them. ‘Sangita RatnSkara of Sari^adgva 
(13th century) is a famous treatise. The characteristic qualifications of vSgggyaka- 
ra-s as enunciated in this work and as explained by its commentators, Kallinatha 
and SimhabhQpSla may be stated thus: 

In order to know the right and wrong form of a word, a vaggeyakSra should 
have knowledge of grammar; for a command over the language he should be 
acquainted with dictionaries like amarak5sa, etc; he should know prosody for a 
knowledge of sama (even), ardhasama (half even) and visama (uneven) verses. 
He should have the expertise to make verbal figures of speech like anuprSsa 
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5 »si 3 'lsi. Se^^So §®»o «d 3 r« ^«S 5 o; 5 j 

•CjoabC^o &ocr>®. '^'^€P£> |Se:oCi®©j^ Sd^o^S 5 S^§®^o tj'ipO^rSb 

6oCl»©. SoAs 4 r»t^,o "SiodSeoS’S 64 S<?e» 3©?5 6oC»©. A«J spdo^o'^ 

‘SPC^^SSo’©^ "SOj^oC®©. SS^dS^'^iS ^’6550 (r[»(do) 6oj:®©. [&«S SooO 

«3®a«)c^ SQ^^o, ■CS-C^«S5^tJ®a O®© SS^Soj JSr*5'^S WoP^dSjeis, 

S¥g{Sr“S '^;3 [^«3®d55e» ©iS So® Sd^^So 6oC*®©. 2.S^d?‘^iS S>^Cs»s»^dS3eo, 
S» 5 ®ji 3 iJoSo JSos 3 oOo©;S S®& ©‘SSSSajoCI®©. | 3 ' 3 cicSST®o^S§ Sj ®5 ??*©■& 
[S^iiT'S'^^s /T*sjj (Sfitss 6oa®©. (^s^o7y» ^a«©A^ 60?:®©. 'S'sa® 

7 r>eS:>eon» SS^sjdiS i7®;v»dS3e» T^g^n® 3 ©S> 6oJ5®©. JS«psscS33o S*So 
spg^oodjo 6ocr>©. 3 ®n®^ 6o'^S'i$5j ^d5©Sspdi3 

S®SP©. JSOSO^iSor;® 6oC®©. 0S>a{5^3»C3 6 ©eS»i 5 o 7 ?> 6oCE®©. (©S' 

ea^orf»a§ s:»ec3o). aiiC'gJSo gr’OjJS SSJ®tJ0Si> feSoS^Sooc® arosi> 
i)€Pd) 0 ejo? 3 »®^ SSodSiCon® &r'' 3 ^ 6oc®©. 'tcSST'o^'Soii ? 5 ®«jbS§)^ S*d?V 

SO^OtS 6 oC 5 ®®. 3 d 3 ©^ SS^cSo 60S®©. 06300®^ 

S)6^^o^ir>tx> gpc® 0 ?^o^o 7 V> gS)? 30 ^otgos®©. % 0 oo 7 ?> A«y®Sj^ 56 ^ 6 ^ 
60a®©. Seo ©a»S^S A«Sj»^cSS 3©SS3 «>SS3g6oS«© AdJ SCf®^ej¥l^ (S5a®o 
iS6 ©dS^'g) 60a®®. SS3O0 SSjdS^ «r>d5^cSS3j^ ©o^ ^Soodr> «:Sigo'^'S) 
60S®©. D®??>o_^, {X 7 *ss®o^ ©"^ ©o^©;33 s®s ©oiS' 3 ^c!®© 5 * iDi^lpoTS 
"p °^^SP 60S®®. «i) "O'^SdS 3^¥^d53o §*Ogj OS s® 0 S ©<Sc3^ ©«SS®^o 

60s®©, ati ?t 3 CT ®03 g©JPd^ 6Saci Sf®' 5 ^cSi)S®d 3 bdSot~ 

fiO —6 


gog ‘s'iSiS&’^Si »;s3)0n« gr>e^«©ft eo;s^ 60 'S 

SPd^ SS3dJ^S5oz3'SO®Sdi>5»d53dSo. ©"& ‘s»4fo’ ‘SS7®4fo’©3 SodSJ® S©?50® SO 
(0£3odj) gOJ5(r® 0«(Js®©O SPdSo gy®s SSidJ^OwS. 

‘S5J®e3b^’jS3 CSSj^otP 06^oS«©A ‘jy-Sj’ 00.di)o5^ ^SiodSS’dTS® 6oS3®d5o 
©d?SS3 SPT!c353S»£bdii. 

A 

‘S^gO’ ©J5n» gq5®gO ©cco;33®dSo 6 SSSjL)dSo. ‘Sgg gO’ ©;SA» :Sd 5 o®g 0 
©coi;5o®d^ :S3d5^S5a3dS3. ^SdSieo OO^oO^S ‘s®S:S^’;S ‘:SJ®tSb’ OOiS SS> 0 ®d 5 o 
©ol^® ©dJSSiid^. g^spOS ‘g3^s®d33dSo’ ©0 Scb. (OJ'dSo: So. 6 €J®jj ^-3 
0|^qo^c33jo. ©ScSSpS" 0O35»- 1976) 
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(alliteration), etc. as also the semantic ones like upama (simile), etc. He must be 
knowledgeable regarding rasas,Srigg3ra, etc. as also the emotional affects like 
vibhava-s, anubhavas and sancan-s. He should have knowledge of various countries 
to know the intonational peculiarities (kaku-s) of Pancala, etc. He must know many 
languages to enable him to compose ‘desaila-s’ (music compositions called 
Ela-prabandha-s in different languages pertaining to different countries or regions). 
He should be acquainted with all the 64 arts like music etc. He must be proficient 
in nrtta (dance) ^a (song) and vadya (playing on instmments). He must have good 
voice. He should be knowing the laya in its druta,vilariibita, etc., modes, the tala 
like caccatputa, etc, the kala in its soundless forms of avapa-s, in its sounde(| forms 
of dhruva, etc. He must know the six types of svara- k akus and desi-kakusi . He 
must have great talent which makes the subject on hand impressive. He must be 
able to sing sonorously. He must be knowledgeable in d5^i-ragas like SrT-raga, 
etc.He must be a good speaker to hold the attention of the audience in an assembly. 
To enable Wm to act as an adjudicator in any competition he should be very 
objective, devoid of personal proclivities of attachment or hatred. He must be a 
man of mellowed temparament. He should be good at observing necessary 
proprieties in order to maintain the build up of sentiment or rasa. (Impropriety 
is the cause of the faU of sentiment). He shoidd be able to compose in sweet words 
musical compositions like elS-prabandha, etc. without resorting to plagiarism. He 
must be able to construct new musical element (dhatu). He should be able to infer 
and know what others are thinking.He should be one whose compositions display 
not merely the rules alone but his genius also. He must have the ability to compose 
quickly too. He must have the ability to compose and construct songs that imitate 
different musical trends of different compositions. He must be able to produce 
gamaka in all the three tonal pitches called mandra, madhya and tara without 
fatigue. He should have the capacity to do the aiapa in its forms of ragalapti and 
rupakalapti, with their variations. He must have intense power of concentration 
not to lose track of a sequence. One who possesses these qualities is uttama- 
vagggyakara or the best composer. 


One who can create ‘dhatu’ or the musical element in abundance but 
dull in the composition of ‘matu’ or libretto is a mediocre composer or madhyama 
ylggSyakara. Again, though one is good at both ‘dhatu’ and ‘matu’, he is also 
mediocre if his musical compositions are not impressive. 

One who can construct the ‘matu’ or libretto in a sweet form but dull 
in the case of ‘dhatu’ or musical element is the worst composer or adhama 
vagggvakara. 

One who is a vastu-kavi, i.e, who can compose with a story element 
IS uttama. One who is a descriptive poet or varnaka kavi is a madhyama or mediocre 
one.^ One who takes the dhatu or musical element constructed by others and fills 
it with his own composition of ‘matu’ or libretto is the lowest and worst type 
Such a one is called ‘kuttikara’. (vide S.R. 3 prakimadhyaya, Adayar Librarv 
Publication, 1976). 
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2. 


Soil 

©OoC3®0<«<a®gd«S dSbS^dSa <505^C 

atb'So2tj'[as<a2; 

s'os's 3s;^o«c«aaw dbaaaa5(3>^5. 


O'. o®<?d'S esiSj^dSj iSa'&i^iS 22)€7'?toC5®o'^i3o^e3'?ij0^o S-a 

5oo ‘iogu'-csos® ^sa sa© 3 s^a» « seso ^o'aj'OjSis^oa. 

■3o5* SdS^o^ S3 iSSSSj oro4JA»0b, Sol^iJ'O'Oo^iSs, SC gScy* 
?50'SSjS>*iSJ' ©cco^S O'gd'S ©^j^SSseSSj^iSj '^OoTV^ 'Sff'^otJo^^So, ©^Sjj^SST' 
®3j^SSjd3ci^o?T®5", esJSj^cSSJ'O^, ej^^^JbiSb, es^^JST'-cX'O^ 

ep3 "tsS^^So &oa. 


1. S'© sa^o a«C 3?3^3 6SSS> 5r>'Sc333 S'O e^CT'oSj^otSS) sjS^tt 
SSjc3i>^ ‘SSO S30'?bcj ’^SObOSesV «3^ca3oCJb§*«j'©. 

2 . ‘seso’ ‘ 0 ba 3 «’'^oa ©istooS^ ‘SostT'-aoso^ 33^0© ss© sa© 33 

(SS& ^oa©a3 t-s e93^>di)o. ‘<a5a3a’sso;3j^^iSo di«g^ 

3363JS (o3«^3a© (3S^S®S©) SJ-'C® :^5a5©a S;5 jS ses© 
®;Sod 3 xr» escoj^ 2 ia»tP 3 ^ 7 T» 3 o d‘S)acoooeS 3 

SSs^S e93(^c3Sjo. w fcjiS©^ S^S Sa© SSCSSJ' 

<'S©a^^'35oaS) <p3^SS:c 3S3^ ^S£r® SJ5o SO'S'^Sj 3-C^od33 

SX'C' si^'SjJS JiiOes. 

oJ^ < 3 u. «> 


3L ‘sa© ij'iits©’ ■adSospo’ «9'^3 sajjb© ^ 33 * 0 ©. >*©^3 aesspfe, 

0'©»3j aSoSSS) ®otJ»03. <50SSSxi3 S3 iJ'Pc •3'^©S® 

3«^3©-i3'a3: ” 


‘Voae^© cSi>3^dSr» 1^£© 3j0er>«i3CPS^S£) 

aa© sa^ a^Bo'©'33??'asS)ii 

dS3aj^©3 i^es^s© ss^o^o aaa©«sS> 

3£3a©<j»3t3aoa ss^a© a^3a© a^sSiii 

«?o®e)oa ao®o©a a^05®o©a sa^liS^ 

ao®ooa jajsp'Sa; soa© s-c^3 a^sSn” 

(a't©^. 32 «90®^ 25, 26, 27) 


7 



Verse.2. 


Tr: As TSUapSka Annaya sang the Lord of the Effulgent Venkatadri 

through his padams of ashtonishing skill and excellent poetic qualities, the padam 
itself became the lastword. 

Com: In this second verse the poet makes a direct reference to TajlapSka 

Annamayya, who was not only his grandfather but also a SanklrtanScarya and 
creator or grandsire of Padakavita. Traditionally AnnamScarya is varioulsy referred 
to as Annamayya, Annamayyangar, Annayarya, Annayaguru, Annayacarya. 

1. All the qualifications and skills of the best vaggSyakara enumerated under verse 
1 are to be comprehended under the terms‘ashtonishing skill and excellent 
poetic qualities’. 

2. Padam becoming the ‘last-word’ could mean variously: that the padam attained 
revered excellence on account of its use in singing the praise of the Lord; that 
it sings the Universal spirit resident in SatyalSka and who is described as 
‘satyam,jnanam, anantam, brahma,’ as tha last word (tudipadam) refers to 
the highest abode of Heaven; as Brahman is ananda, the padam suggests itself 
as the seventh Heaven of Delight; that the Padam attained its acme in the hands 
of Annamayya is clear enough. 

3. ‘Singing a padam’, and ‘marking daru’ are the expressions in Telugu. A song 
is called ‘padam’ and tala is called ‘daru’. Bharata defines padam, in his Natya 
^stra to this effect: gandharva comprises svara, tala and padam. In this, padam 
is evocative of svara and tala. Any small meaningful syllabic composition can 
be called a padam. It is of two kinds: nibaddha (bound) and anibaddha 
(unbound or freej. It can also be atala (without tala ) and satala (with tala). 
(N.S.32ch-25,26,27). 
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o»«, 3d«^;i3Ka», 0*0*;^ a^cpss 

<r<"SS ©iS3«7'!Sgon» &oi a&sj) ‘ssao’. (©ossoo'Sj^ 

JSr*oe)5* gr>Ojoa) S3 i'o3'^J3^ ‘sa’ JSi5>»iOvS5550taioa. epa StoaSiS 
©Stjaasa "Soao ac5®e»n» 6oaaajj. o»^?oS* gr»a, ?5®4?o ^gjoei® gopcp 
6oaaa5j’- w'^a sj^a ‘^•oai^’aj'^ ar»c jaoA€r>S)l 

‘n»ao’ «9otj»cij. 7v»oao^o ?toaJ3b^e» (S<3ir'/\o0oa; ©i3r»a 
2»o(an»diio. Vao’ «3f»'^eSi>s»ei5e» Sr>6joa, 7V>iT»aigJr»oon» gvr>©ja esOao 
aD»o5r«{iyj Ssaftj® ‘aao’ ©aSbo-aiSjotoooa. «a£p^oo 

§*ao «pa5 wj^dsjon* Jjc^daojaotJa sao. ‘sao’€^a «»gao«'^a aj-»o®j^ 
A»caj5je» ‘ssT'^fo’ eoo'Cb. a©?<ss7»a d»aaAa i^car'o^a^ ‘{7>«S52§)’ 

(music/musical element/musical setting) «sotJ“Co. 0®«fce:a'3ja A®ao. Sua/vao. 

asjaT^ao s^a'^a (at»o»e>g6 (aD®o&) 6o^ w&so ‘aao’ s^gtS. 

«9g(ag»9g'a3a ar»o ^a» wcaod'^a aj'o aa© ea ‘^^o’ 
dsr»a^ga5a,a)d^ ac3»aacssjaoa, (3^3^ spjpaogocsaia ae^aa“e». 

aa»aacssjo aeg»©oA» aa© &oti a«t© e!iatj«a§ zi& 

a®;g^©. (si^a e-g a®(?!^ eaac©. a©ft«s ^',^©€r* ‘d^o’ d®o^Jj.g 
aa© t-gtJ 6©a. aja aj»axpeo a»t©a5 w a^oo’its©/?* tPQan^&cb. 
(a63©a»aS 3!3^a wco ©©n»^ ‘a^t©’ s^gti. e>aaasr>c3»^ Jaa 

aAaAo®^a sr»c5»^o™ogo ‘d'o’ ©a "Scs©.) ©"^ O^crogo^csi)©^ 3 a^£ 5 ^ 
(aggo Aar*©! (1) aco^ajj (^2) aaacb^ao© (.3) ©aoj^ao© ©a aipso 
aa»©o (a©, o. 5-57,58) iitS^ ©©n»o5 ^gjo<p> 'la©© aj'i^oa'aoaa 
‘aaac©^©’. ^a aa© a©l^a aa©. s»r[» aa© ©"^ ^sae 
■Sja ir>‘h ©j§)«si©a. ©©‘tsaaaja'j^ l^a ©a^^ a©l^a ©a»j^ ©aip^cssj© 
CMg*^a3^aj^o • 

rc»i3^a:&r'o©n» gr*6\a a63aaa»aS a©A<a [?i©a®^ [ae 5 ©aaap, a^j§), 
aj'agaip ©a^a aar'a^es^^a ■&&. (ae:©aaji, aaa^ ©^ tg aaapcsspao^ 
gaoaj<£fc.©a. a©A«a ‘iOpsp (atj©aaco’, ©aisS’^aad©^ 

‘(^jpaa’"^ ■^aj aao tj'Ois©^ ‘(^aS” aoAao’ri* ieDaaaotSbaj^a. lea 
9epaS aa iftpaSgp'c® aaa^dsj© 6a^^. aoa®©*^ l^as«e a©(aD»<si>©s^ 
‘I^S^’a: ‘afi"’ ©ao© ge^. g!T»t©g©«^ cpad^^a^ajaa^ acp©aoo 

6a;^a. 6a<>a^cj& jj)e©aea»aj loa©^ aa»©ao© botes’ ^^a 

a©iac3»dsj©^ l^aoj^p^oa; jPi3a ‘aa»a€>’ ©at©aix» ^a. 
afe l^a’ a'o^a©(ao<>c3i5© t,gt5 6©a. 3©j?b^ar» aas. cr»aoa»aj 
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What is called g3ndharva has been put on boards by 
gandharvas; it has an ancient tradition. G3na is that composed by vSggSyakasas 
(music composers). Any composition of meaningful words suitable to music 
can be called a padam. It came into existence as a prop to svaras and t31a. 
Musicians and singers call the meaningful words of song (or libretto) ‘matu’; 
the musical element sung with the notes sa, ri, ga, ma, etc, is called ‘dhatu’ 
Gana composed with dhatu is nibaddha gana or bound music. Compositions 
meant for this bound music are prabandhas. These have six components and 
‘padam’ is one such. It is clear a padam is a word or words expressive of 
a certain meaning. Nrtta, by definition comprises tala and laya; nrtya interpre¬ 
tation of a padam through dance; natya is imitative delineation of emotion 
of all the three worlds. Padabhinaya has long been there in nrtya. This is 
evidence enough to show that a padam is a song, called ‘pata’ in Telugu or 
‘pattu’ in Tamil. A precaution is necessary here. There is a technical term ‘pata’ 
in music. We should not confuse that pata with this. That ‘pata’ is one of the 
six components of a prabandha. Sound syallables produced by hand on 
instruments called avanaddha vadyas or membranophones like mrdaflgam are 
called ‘pata’ (ex. dhigi-dhigi) .Again, prakarana-gitas enumerated in the chapter 
on Tala are of three kinds namely( 1 )niryukta (2) pada niryukta and (3) 
aniryukta. (S.R.5-57,58).Among these, padaniryukta is a composition consi¬ 
sting of only devotional text and devoid of up5hana and pratyupf5hana 
(meaningless or nonsensical words). This is stutipadam or Sanklrtanapadam. 
Thus padam! is devotional song set to music. Padam, kirtan and sanklrtan mean 
one and the same thing. Prabandha, vastu and rupaka are the names given 
to a nibaddha padam in treatises on music. These are synonyms. Interchange 
of prabandha and padam is also seen. What has been designated as dhruvapra- 
bandha in technical treatises seems to have become ‘dhruvapadam’ and is 
presently called ‘dhrupad sanglt’ in North India. Interchangeability between 
kirtan and padam has also been in existence. A kirtan is called ‘pad’ in the 
kirtankar sampradaya of Mahara.stra. In Karnataka, kirtans in dasasampradaya 
are called padams. For example it is well known that kirtans of Purandaradasa 
are called Purandaradasapadas. There are kirtans in the vaisnavite tradition 
of Bengal and these are also caUed ‘padavalf. In Orissa there is a school of 
dance called ‘padavallklrtan’ tradition. Similar is the case in Telugu also. 
Padams of Ramadas and Peddidas are also called Ramadasukirtanalu and 
Peddidasu kirtanalu. A kirtan is generally in praise of Vi.snu in the form of 
Krshna etc. In the South, Rukmini and IGsna are worshipped. In the North, 
Radha and Krsna are popular. When erotic sentiment, nayika-nayaka bhava 
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20*©^ a'JSjc3»aj fejseo, 'saa'Ss l^soj «9Soo 
^^oojgon* S^SO"^ qtx> ^?o€r® OsS^cf ^|^sess», estoo 6d8^ 

iSo6* a®C3®^|^ oSOSjiJ' S«JSoo S5© l^iS/SoljCiS^ ?^on®a'Sl iJ^ccos® ^dSjg 
cr®oPSS ^$3(5 (^JSjj©^© JSO^SS^ai ‘sa’jSj'^ SSr>u& ^ort®0 (SqoiS'aj 

n®SJ®ai3di) caj'K^'^JS CvSX ©iS «>Co SiO^ioa. dao«?'3¥o5* 2>i5^ot} 

saSjfiPO'Sj K^Sd^oQ. gr>cy> ^on»0 e!)OJ3<3Sr*S§ ifQxSirp 

iPaog^SJCl ^|«J<3S5^ so®©}, >eo« d®clSCt»03 3}«y>Ot3’^. bi^ itSSo^o 
sr>aog^ sSj^Sj ao?;^. e©*l^ <0o£S3^a5*s»a «j®^«o®t3', 

^s5^© ^ab©a3 t»oij*~So 5»a sa»®^o a®ao2€r* 

s^ocsa^. ” 
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and smgara became important in this worship padam acquired a delimited 
sense of indicating a musical composition full of erotic sentiment and fit for 
using in a dance performance for interpretation. One finds this connotation 
of padam in TamU NSdu. In Telugu also KsStrayya Padams and Sarangapani 
padams are such. They are used more for the purpose of dancing than tor 
mere singing. We know these are not called kirtans. Similarly, one cannot say 
why, the compositions of Tyagaraja, Syama ^try and Diksitar are called krtis 
or kirtans only; it does not seem to have been in vogue to call them padams 
at any time. 
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I 


S.ii 

Se.ii Sl^iS^ s 

«j»5assxie» »0^JS5O(O sesjosj*^*^ 
o»^jss:s«e» n^g;^ 
cr»aS2S»e» 0»gd»gdao«3j^di>S£SSS>55’ 

go.ii goa^:S»eu £S)&e»7{n 

tSSoes^iSueu SSS^gJSoo^Ses^g ?be3« 

JPojs^SJSsseo o^>gc3&.;5^dS5SdSai>€' 

ge.ii ^goeuo) S*dg{3:)0« 
d^Cocaeo J)8»<5SgC 

a*Oot»eD eo»>»^9 3 

a*Oot»c» 0<>«>g cJSjSjciSiSOSSM^ 

o 

go. II 'SiSowcD 3!r>a«cSg 

iPiSocoeo JSOgSd^j^^el S)£T> 
jpesocjjoj 

^aoejjeo o<>«>g c35j;Sj^d5j5eSS5jo^ 


3 


4 


5 


6 


. o»ii o'giJ'g e9;;^aj’<j'&^e» 'Sogtj'^oss© Sioes scsoo^ 

2:3oe» ^ci*ot3JSo*l3 «?S- 

S&Kt^02i. 3^ J3l3 a'^a^on* SeScgo 3>cao. SSjoj€r>e) 

Sjj^oiS^aj Aotl ■aT'Ss^coj. 3®^J3®63 s»3«ai«rcaj. 

(^•dSigoogb d^a^coj). (,33 

SjaSogo CoKiA® &otJ»C03. 32So ?ba»©geSiJ^©^ 3a33 (833*^30 

?bcj»«)5* a^aoSs 6oij®cco. §*$ago‘^a 
aifeoSa ■ar'^o-CStJ^al Sea{5s®®a ©oesa®© e;*A Sa^3j^co3. tif3 

x5a«oa; v,^a*s^aaj odspSA® goob^cco. ^a«r>ACT®ooi5ol s’dsa^a 
««S^oi®a*D®eir* ®«§)0®coi. "Si^gA® SCbA34foaj^twotJ®oai3. (1^3 

©a 'Sn®^. ;^a®c»jye» 3‘&^ aAj§)^. gao® aca^a S)C5®a®a®^. 

Sssajoj «3‘«5aa3i3a. (6) 

<3 O *3 
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Verses 3-6; 


Tr. Tallapaka Annaya’s sanklrtanams (devotional hymns) on Sri 

Venkatacalapati may be delineated thus: 

They cleanse our sins; help configurate devotion to Hari; generate 
all the miraculous effects of all mantras; protect those that sing them (afford 
satisfaction to the singer-musicians). (3) 

They are colourful to the mind; break, the groups of bad qualities; 
are fastened on to the pure qualities of Hari,the progenitor of Brahma; act 
like miraculous coUyria (aiijanams) in spotting the treasures of wisdom.(4) 

They are essences; bring the grace of Hari like an unrelenting 
shower of rain; become ambrosia for all the Gods; act like pleasure trips to 
many countries. (5) 

They are verily the Vedas; enunciations of scholars inPurSnas 
musical notes of poesy from the vlna of VSni; those that have pleased the 
good people. (6) 
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SCS»eo SPdS>oi^!So ^'f)Sy^di J5oo|^^»;s«)5* SS ^Oo; 

spiss SSjo|0»o 5* aaj’^S'^^S (S«PSSo 6oesa «9§)^^di)o. (>« 5 S ;30fco 

ACPdiseSo if^S tiiS SdSSSj© 35^^d5S esSSj^JSscSSs^So »o‘§to 'Scoi'^ vOSiS 
‘aoloSiSi'Se’ «i)^ Sd5o ■SoSto^^Cbrf ds^«o-a 'Soo'S Sol 

ttP&SttSo. eso^o wS^SSj’-ctoO^ -CSQi^^ ©©©©oScjdoa). ?b^o7T» 
&6i S© Kj^ 3e»Si§^StJ»SS Se» {35»o- ©otsSeo «Dta» Soo^T* 

d»cJS7^ K5l&9«tJ'Sl gS SJo^>d3J’e». 'Sorto^^e 

Sol^So ^^^jajfSdSiSs esA2r»Sr!» SoaSo^u'^ 5»eS3 ^SiSooeSaiS §®®v)S 
SoSi^oa. 8-gaS ia^ woiSaSfc S’©jS5e)2b^j 3So SOiJ^o Stt! 
■^og'tp^^Osiij SO^^SCT'SSjr'^. e9S^Si<3i)^SC3®€» jjS^SsI «)S^SaS3*n^dl 
6d«cJSr»s^ 0 j 55 sso^ison® ■Sa»oSb, saj^ison* 3'&^ j§)cr» 

cr»o&r», s»oo»saD^aon» soaj’^So asST»jao &!ba*2§). sT»t3 
%S> z^oUd) asSoo. 

C? 

1. ‘sj’^' so^g^S’ c5<>ifos§)a5o& ‘l^a’ es'S aesos^^a. aa'&^^o 
?bcy>oaj is^tiiSSo l^a. esa ijM-can® a^aao. ‘I^ao ai^a©* a^iS 

fier* (an»c3i)ao’ ©a ;^aj^© ao'to. ‘sol^ao ia«a5* J^ejga^ a^aj^^o’ 
«i>a ^a5Cj»^«aao. jj!«aoaba tjcaj, n3cy»oa3, feoea? 7v»ao Scsscgoo 
aofeao. sja ^T'^aoa sa^aaaso ^aj. aaaa j 5£5^ sa^^es'S j^ao, 
a^oes, d«at>aa, »oja, aoaa, a»s^, s^j^, wd^a'Saaeo (so)l^a€r«'5 
©odc^a^dSsa la^aajj. (I.«. 7«€r>a asod (l.«. I 7 « 0 »a aaacyg o'C 
6a^a5(a{ir»ao adooa'iS d^n«pado€r* ao3*o'y^ cS^o 

(I. «. 10 ¥o»ga't3'l aad^cssooe) n»aooSi^2.o*- cg^cj^aoogo 

a'aso(anocsi)o 6*a*c3®a2 a-ii^oa. (gcrjogoS^ usaa S)oi5®a^aoo aajoa). 
a33*o«^5^ l^ag»5 so(acs»csir»a§ C3®a (^o^doa. a^SdS", «fos»cr>S5 

aot3 <5J^aao &aa>s»aS s^oo. loas»o so(^dS:o^ a^odda soia 
o®cjaa)a, «j»e^6 soiacpcsssaja "SoSj so[aa<>c3ir»e>jar»j^coo. a^o&dsj 

ao(aa»cjao Ica/soloa agdS sa^^^iJo ®aaaj^. spo^ 6 ao(an»css 3 o 
CS Si04n^?0a« ^ ® a’aj ‘aaaco’ esa ‘3»aga’ wa esaoo 

sd^. aj{5cp.r>og4 «i>a5)SPag'a3oa aaa^a eaifcdSi 3>^dSo. "laeoSj© aJ'^« 
aacssij^'^a Aao ‘aaadSi^^’soa soA«so{r>jj^goo (5-58, 59) 3§ja^a. la a, 
aao ©a sa^a «pa.d^a ^coaccpso© ‘'da8a®aj'’oai 

l^aoS), acpoS) ®atoo 6oa. d3»jeg s»ac 3 on» asa^cp^^ ?bEscp5’ 
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Com: Those who sing the Lord by singing the padams of Annama- 

yya need no other mantr6pasana-s.(vide verse 23) It is suggested that they 
have the miraculous effect of mantras. (Saluva NarasingarSya, patron of 
Annamayya for sometime, put him in fetters for his refusal to compose a 
padam on him. Annamayya is said to have addressed a song beginning with 
‘sankelaliduvela’ to Lord V£nkat£swara when miraculously the fetters fell 
down unlocking themselves. This incident is recorded in A.C. by TallapSka 

Cinnaima, a brother of the author of S.L. These sankirtans are the easiest 
means to spot the treasure of wisdom like coUyria in spotting the buried 
treasures of wealth. Singing Lord V£nkat£swara does not merely bring the 
Grace of the Lord like an unrelenting shower of rain but also gives the result 
of worshipping all the Gods. It is only the Absolute that can give the results 
of various other Gods. V£nkat£swara comprises all Gods. Annamayya’s 
padams are in no way inferior to the V£das, Puranas and KSvyas which teach 
us the way to get fulfilment of our desired objectives and avoidance of the 
undesired by their commandments, friendly advice and affectionate sugge¬ 
stions respectively. This is their literary and scriptural value. 

1. The word Kirtan is from the verbal root‘ ‘klit saihsabdan£’. Singing the 
auspicious qualities of the Lord is kirtan. This .singing pertains to V'.snu, 
often. Ancients have spoken about the singing of Lord Vi.snu: ‘Kirtanam 
munibhih prOktam, hareh lil5 pragSyanam. Srlmad Bh2gavata says' sa- 
nklrtanam bhagavato guna karma n&mriam’ -meaning singing the names, 
qualities and miraculous deeds of the Lord is sankirtana . No need to say 
that this is part of devotion to God (bhakti). Among the nine types of bhakti 
aU others like Havana, smarana , p5das£vana , arcana, vandana, dSsya, 
sakhya and 3tmaniv£dana get covered in sankirtana. India went through 
the bhakti movement from 7c. A.D. to the end of 17c. A.D. In South India, 
MahSrastra was subjected to foreign invasions even by 10c. A.D. It had 
to protect its own religiob and social structure. NSthasampradaya seems 
to have helped in this direction. (In Karnataka Vlra.saiva movement of 
Basavana came up later). Kirtankar sampradaya came into existance in 
Maharasira. Devotees like Namd£v, Tukaram gave a fillip to this. There 
are two schools, namely Naradlya and VarkaiT in this sainpradaya. 
Naradlya school may be said to be much closer to the kirtan /sanklrtan 
method. Varkarl school imbibes more of bhajan paddhati with the 
audience joining the kirtankar. This kirtan is also called HarUcatha. Bharata 
has defined padam as being evocative of svara and tala. S.R. calls a 
devotional panegyric padaniryukta (5-58,59). It is clear that kirtan and 
padam are synonymous. Purandaradasa’s ‘d£varanamagalu’ in Kannada 
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iS5S3«cr»^ Slgu^opa e^c» po4P^ CbS^d g^^o g«iS, 
KstaaoS^ 7ia5e5eo§®3 ^aC^PO^*© ^^rv> IPO®^^© S« $[£§ woouSS'ajoa. 

3o7T*drfi^a 2^a^SS »ojSn»c3S36«^ ^ eS^d^ts®^ ‘Scr>SS©’ «>^>%J5oS gpo* 
wotpcb. aoO ‘sol^js ggSai,’ ‘sessoo’ 5sspsr»cs»€>a^a 

SgSSJ»J5o. ‘SdSSjj, ^S6»^^»Sxl’ JiSST»i3^0S»e)'iSa 14 JSd5^o€r®S "3oiSo 
^s<3PA»^^63^ acpdiJo «9:§)d3oa. 


2. ‘SSsiS^P^" pcSSoii 3}® aoop’ (sSjJS^SJSm ^cSiotjSoJS ^i^god s»d^£Sa 
gSi>g ^S5o^^SSx)) «sS> SS50(0 <P(^;0 ‘)b^ 8-gt3. SSsojao 

oD^JSJT* ?bC6Jg) ■&0bgJ'C?> 3 S^CPCSj. 8sSo^gr«c» JS5*ae35o 

iSJSgi S5 j-»(«o DJSu'Stx i>o«3^7?> oSio-CSeo sjiS&ogo SiStjau 

4^n» esSaoCSOo w^SSSjo. gpcr* s»a»^Sj^ (effect) es^SSpaoSdS 

(mferable)S®S t»5> 5SiS"^ h&> ^iSgo 5>^^o7? &o&eb. esiS^JSsdScgn*© 
aol^iSogj aiO[0«S^o 3S^*oo Zf^St^o. eso^PdSj. ^ol^JSco PoBS 

d»asSe>J);33. ^S30^tf esS Sgfi§ JSOogon® wt^ ;S5o^^o jSdSO^oS 

03*5^ (SeCij^dSoiSoo 33 So« S'^S.o. 


3. 30 3^3^6)1^30 'SO'^iPQb 3e»Cs»^3 e9oa3e>5* «93 60 'S 
?b^ 3eD3)g)otJ®{i).s®d)3geT*?b got3§ O’-OSsl'S -CipS e 9 oe 333 », ('SS^ioSr’gb) 
5)45 CP3 -CSpS 690^33)), Sd fr®t35)45 cp3 -CSpS ®oa33)) 

37^CPe» 33102 esoOS'S. ^^03o K)^o. D»3^ 3o)3)l^U'3S ‘«)oa33))’ 

Soe)$'*3«dS)o. "So -P^^SS), ;^CPCP^3), S»3^^^3) ^?f3™0^oA» K6^g0oS 
a& 63j^ ^303r»3^ goggj g^3t^n» CSpSoSs ■«< 3a»e)3too 3^3.o. g< 

5»0cJoS3'S 3}3 So»e)gj, ^cr<»cr»e)go, S'SP^oSj 633*<^3s»33 3cp^S 33^0 
3^c5^&. 


4 . 3C^ (>cwe» 1*S0 3)%)0. esO eP3'S)5»g *93^ 303*0 

0p3o gpiP. ^ 693^12^3 65^d5J-«3j^ jS^OoSo 'S^o e3 

>d5){T»<P0xe) 30^330. "Sc'e)) e9^0)'5.c55Peo, tsots S'lgo2^3 3)3)3p^O) 
gPdj33P33^, 693 exoSpoS) an»3))A» 30_^3«3l 33^3 ‘|^%fce)’ S 0 ^^ 3 o, 
S)oh& ^^ 0 ^ 3 ) ‘r!»o05^’3)3oS 3ofter>3§ 60 S 693*0 3 o(^cS 5 )o 3 o 
690 69 d*Q)'S».cSS)n* 33 ^aSoO. V 3 ’ 3 )S 0 tl"0b't).c3S)'S) 693 gPc* 33 ^aSoO. 

693 ^ 3 PvJ* 0 )^e) 3 ol^ 3 e)) ‘ 7 V> 3 o’. 693 ^ 0 )‘tt).cSSPe)> 6937 ? 693 ^ 3 P->T“ 0 a^e)S 

5'lg ^0)3^3) gr»5^33. 5613 ^6)36)05'^ 5*11 69^0)'t».dS)4J 

ccooO. 69^3) 693j^3)c3S)^, 'SdS 3)Op6)go txoS^^M, (0^ e9S§)*r>3). 693^3)cS5)^ 
3o^0^36)) 03*^S^o^^ 450^3*31 3'u^333 69c55)3 cojoSo, e?)(^c55^o. 
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are called kirtans as well as padams. Krishna is a popular Deity in 
MaRarSstra and Gujarat perhaps due to the proximity of DwSraka. 
Rukmini and Krsna are worshipped in MahSrastta, Karnataka and Andhra, 
Gujarat and North India have taken up Radha-Rrspa cult. The devotional 
songs in the Vaisnavite traditions of Bengal are called padavalT and klrtars. 
The point is that sankirtan and padam are synonymous. That this padam 
and the classical term prabandha are also synonymous is confirmed by 
the author’s use of both the words in versel4. 


‘ MananSt trSyata iti mantrah’-‘that which protects the practitioner because 
of meditation’, is the etymology of the word ‘mantra’. MantrasSstra is one 
of the esoteric disciplines. A mantra is to be kept a secret always. Even the 
name of the preceptor is not to be revealed. In japa silent repetition is said 
to be the best; repetition of mantra being audible to the practitioner Is mediocre 
(it is called upSin^u); repetition of mantra audible to others is the worst method. 
Also the power of the mantra is to be inferred only by its effect {k2ry'a), the 
mode of its working will not be clear to us. The significant point is that the 
powers of mantras are attributed to the sankMans of Mnamayya. Not merely 
this. Sanklrtans are to be sung full-throated. This is against the japa meAo- 
d More significant is the point that these sanklrtans give the miraculous ef lects 
like mantras despite the fact that they are sung m a fuU-throated fashion. 


Treasure-hunters are said to use various kinds of collyria to find the spots 
vJhere treasures are buried. Ointments applied to the eyes, a betal-leat or over 
Te suSce of a thumb-nail are within our hear-say. Treasure bu^d s 
concealed. An anjanam is a miraculous easy means to spot it out. S'^darly 
are useful the padams in visualising the wisdom treasure concealed m •, 
That is exactly why the next verse says the padams are 

verily VSdas etc. 

All livmg berng. desire heppmees.» ^ f 

and eradication of the undemed. Tha ‘ ^ ^ fjj^edV£da.V£das 

mundane method to this end. This is how are said to 

are ^fsTges seers and heard by them. This is 

hEve Eppeared before the sEge is Ettributed to 

me tratoional belief. In t 

‘gSndharva’ because of its hoary traditio ( ^^g^ruseya^ on account of its 
Indigenous tradition called g5na ^ Ann3mac3rya’s sanklrtans are 

dependence on the composer or v 28 y paurus6ya. When these are 

obviou.sly ‘gSna’ and hence . ^paur^seyata to them. This makes 

caUed V£das it is i of Vedamantras. The suggestion is that 

rnrafy:’:crm?oS^^^^^^ 
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5. oiD®e» «D«3®i5o£3aeo’ esodS® 5®§j 3"^ 

i!?oi J^-aoSuJSj&SS;^®. SoSo^ei) [SO«;So;t» (1) S^CS»SoS§)(2) CP«s»§i^(3) 
es^^CP« S*s>j§) (4) cS«S»&iS^ (5) (6) ei530(a 5»SoSJ) wOij 

5s»€». soSjS^ ejoto <5^S Ss»Co. e^g JSjS'g »ji5-a»^cSi) a^Os»So>;§). 

£)O^JSo&oa. £)& u®rv»SS sSMSp^cr»^<3ar« esa o^?4s»Soi§). tag 
cy>iio€^ ■^5’g cp«-cpjdi) e»a «»;5^a»«s»go^. wdir* 

giSa^ -vT^cSSj ^gs»gj^. SSiJSiSi;^© ’SSP'Scog -Cr»c3ip> «;3ag 

ef^a I)cj, Sso^l^o :axi«sss d±>oj0»^ (S6dS uo^-cj^^dSj 

dSiO(«Ss’»?S»S§3. ^«S»go 3^£c»e» A^^oSad^SS esSSa^jj^Si, 

6. ®^j^SS7'J®Cb^e) So|5i3»c33ao 5»dS5. ^1.5. 

14 ?€r>®§ 3oa^3 S30S5'A6^|^aj'-cr»e5jge» ^5aS5^(SC5»cSSP>aS fcjdSj^dSs. wdSjcS 
Siol£;3 Sa gSsr» l3«y>SSj3<“£So. wcSSj^ g-C3So^ ‘jSa;3^o’^ ‘SiS^^’oS) «s»otJ»Oj. 
-S^dSbcS Cao®^5 ‘cio»>A0 ^Oa)*® aSdScCPea’ 4e^ogi Jtoo®«SSS ®oC5«3^. ■&*dS3f3 
S»oo£^ 2r‘<iSgSSxr»6 {j^KJSdSbea ^Ssd^eo. ^^JiP'-uPgo^ 2r'«SgSijj»d 

t7'KS«fo© d^S SS-iS^S Sol^JPe>;i)?T»^o 3e»^^5^a. 
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I. 



5. Annamayya’s padams are called excursions into various countries or regions. 
This description is meant for drawing our attention to the intonaiional 
peculiarities (kakus ) of the sankirtans. These ‘kakus are mainly six types; (1) 
svara kSku (2) rSga kaku (3) anyaraga kaku (4) d£§a kaku (5) ks£tra kaku and 
(6) yantra kaku. Kaku is modification of sound. A shade of one musical note 
in another is svarakaku. This occurs in a melody called raga. The main shade 
of a melody or raga is raga kaku. A shade of a melody in another is anya-r3ga 
kaku. Shade of intonation found in different regions or countries as being 
natural to them is d£Sa-kaku. Ksgtra kaku pertains to an individual human being 
as his body is also considered a particular shade. Shade of melody that is heard 
on Vina or flute is called yantra kaku. Here, one may say, d£aa-kakus are 
intended. 

6. Sankirtana sampradaya of Annamacarya was not new to the Telugu country. 
Krsnamacarya of 13/14c. A.D. is the first one we know of in the bhajan 
sampradaya. He is the grandsire of Sankirtana Padakavita. His compositions 
called ‘vacanam -s’ are estimated to be more than 4 lakhs. During his time 
Potakamuri-bhagavata-s were well known. It is learnt Krsnamacarya recited 
his vacana san kir tanams in the presence of these Potakamuri-bhagavata-s. 



7 


So. II JjiSSSO' 

SDC5 §jSSO^£§ SSDdSS 
'Sr'^csSSxiejj "SoStoSS 
l^csoSuoj er’Cd’S 


e»ii «y>«£roS »€5j^2)eSeo Se5Sa€J»^a§ e^CT>eo 

SdSS3on>^^j^ Se» SiSisJ'tfo 5»«Cb S5©o33, 

■SoSU^-SoS© -CiP^^ eccoJSt53, 


sn^ii ©;5?p'^ ©ft)©j^S)©’ SpCp® ?t>&SjJS^oa. a€r>^SS^o, e?^ 

5J»6jS SPCP JSjJSSo BeJjJJo. ?S>©^^§ SS'dSjS'S 

SSd, S»SS^o, JSftS^JS^o ei)^«J»caj. !^©^o, ees^J^, ©SSjSo^ es"^ 

SSiPiSo ?b{yo: ^c«o 0^?t)C3©'aP?bCT»e) 

SSSScs. es^Sj^SSP-CP&^o SC5»e» ej^SoiSo ■Q'S^oS e-S ©?)|p«c53io. 

SiSecS^S oDer" ^ocpi^ «iO:n» .2 p2) 3'2»^S) SSjS'S e9©^>c3!SJO. SeS SS© 


©CeSOft) J6©®c^^S^ ejpSodSo woos»6Sj« 


esSSiJ&e) ^©(5^ ad iOoeSod^ex) 5®Sooip ae5Sli«r> i^oSSiJoaj^cyS 

«)S)(^c35jo. esa^aidSi^So aajs*l)^d ©cooa ‘acod ©tJijeo s$ 

aejoesex), ai5SS©e»’ g€P(;an« -©^ado-Sa CPtoo SCS^o a©^S§)e>3 

s»a»poj sisj§)02, a©^3© &s3§)o§j 5<>esj. a©^a©|^o-aas5 <j»oa 

oT» 2^ SjgJ^eu d»«eb ©ao^Qj), e!)a;^a>di.^ g©©e» Sog;^)© ^ACbao;^^. go© 

ap[©-&) SS&. ©3 -Sosos© ap;§)©a;^^e^ SoS^sp Sis©, 

«iSod5 (So»o o© ®?)(^di>o. ‘c3S^^g^|j« S^^^s’ es© 'SgoSPO. c&& 
^jesj© ^^,g© jpso^-ssjsssj^ :^ijo di^dSj© ^^>©0. ‘se^ ©:^cs8 g©*’ 
©s^^do ©^cj «£P©s iSe^e ep 3 s»g ‘©5^a s©(&gdocs 35 Pdo’ 

(©©CPo;5)a^&© ©sj)tt*) «9© gpcjo ejCo. -Sogtsg^&dj gs^ 

(ap'S^j&'d «9^©j3'^d». CDS^SscSi)^ sa»e» Sjo^p^o© SSjadod^Sjg 

^ a30(© ssS^-^S 5g«dpd»s ejB ©»_^aDdP^©p ®S^©jSj^©. Saofp-So 

^S©. S50(©«<Pjgcs So Sio^pgPS ^S© (Ss»«^oa. e# -SoKi ©«So. 
Sool© ^’^^o<5^ §CC9 ggo n»C3»5§) ©’OipJa.goePpJd. ^©©^3 

^od, gg^d f?’S^ «!i©^dabo ga. 
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Verse 7. 


Tr: The ‘satkavita-s (excellent poetic compositions ) of Tallapaka 

AnnamScarya are exemplars and protectors of padakavita; they make bad poets 
shed their pride; they are verily the graceful Ranees of VSnkatacalapati. 

com: Satkavita brings to the mind asatkavita too. We are aware of the 

usage of the words ‘satkavya’ and ‘asatkavya’ also. Composed with and helpful 
to the purity of spirit (satva) poetry or a poem becomes sat-kavita or sat-kavya. 
The three guna-s called satva, rajas and tamas condition and monitor the nature 
and conduct of all living beings. Alamkarikas explain that the mind untouched by 
rajas (principle of activity) and tamas (principle of inertia) is itself satva (principle 
of self-abidance ) and its excitment is enjoyment and bliss. One suggestion is that 
AnnamScarya’s padams, excellent compositions as they are, are signs of bliss. 
Another suggestion is that they exemplify the best way of composing padams. 
Protectors of padakavita only means that they protect this genre of compositions 
from their name getting sullied in the hands of incapable composers. It is wellknown 
that Srinatha, a major poet in Telugu and contemporary to Annamacarya depreca¬ 
ted padakavita in one of his catu verses by equating it with old and saggy fornicators 
and widowed-whores. Those who are not satkavi-s are called kukavi-s (poetasters). 
They are incapable of writing satkavita. Such poets shed their pride on seeing these 
compositons. Such are the compositions of Annamayya. (It is a characteristic 
feature of Telugu literature to praise satkavis and deprecate kukavi-s). Not merely 
that . When they are said to be verily the graceful glances of Lord Venkatapati 
it means they are purifiers and donors of bliss. ‘Yat6r dr§tih kav6r vacah’ (the 
glance of a yati or recluse and the word of a poet ) is the adage of the ancients. 
The glance of the recluse and the word of a poet are said to cleanse and purify 
us. A poet is also described as ‘varnanS nipunah’- one who is skilled in describing. 
The sanskrt word ‘nipunah’ means not merely the skillful but carries the etymologi¬ 
cal m eanin g ‘a thorough cleanser’ (nitarSm punSti iti nipunah). Whether we take 
Him as Iswara (Siva) or Krsna, Vgnkateswara is the master of Y6ga (ySgeswara). 
The padams of Annamayya have been described earlier as mantras. In mantra- 
^astra, mantra itself is the deity and when it is uttered, the deity shines as effulgent 
light. Such a light is generally refened to as kirana (ray) in a technical sense. So 
Annamayya’s padams, mantras as they are called, represent the Lord Himself as 
Light and become his glances, sui-generis. This is the great idea here. 
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1 . esOo. Sd 3 0 , 2 iSSb ^oJSSS 

oSb;^ Tb^b^ roes^b^ SdScSSr^);^ csr>lj 3't)^SS3 (e5>;3^SS3di>^ OC5;3o SJ5on») 
(«Sj*o^r»©. 

2. JSoA«So^ S7®^C» ®^A~ I5>o^3a»dST®«o 

^j^coj. ^ aj'O^'S ^e5o 5*©>67? (^1. 

1145)^JSj ©us boH >e)53QS 3«SSii3®i&>a O-CSIS^, ;3S)^-5*J5oS SoSSr«0 
JSo$SSSo€^^So gi5EjJk)eScio£). escoo^ '^'8 A>o0a®(3Sjo jl. 5. 9^^C^>& 

S^fi SiSoiSoiSboa. «sotJSb SSxi^J^ 

SjoCJ® S*ods®oo 6o4od3S 5j®c»» iSj^So SSjSjoSSS-CSjj. 


^'S SoiSE3»d330 SbiS^gSd SiSSSeS <9^ 'SoeSo 05»e». SiSjAi^T* Sd3^22)dSb 
SS-v^S Ai^OcJ) SdSgSdSi 3^^©. I^SsJS 

Soo^eu g^aS€J®coj. ^I.«. 848 i3®t3 SodiOoA^ ®goS ‘dJQi 


5®£s,’ |I.«. 848-892 rbt»j\ D£s<3Sr»a>«Jb^s godksor®© «®Jb;3o€r®^, 

(l.«. 892-929 (>04S^ dPCiS^jSija djc^sse ‘Jsa’ SdS^o, (I.?. 

927-934 ^^oeJo^ dkogoSo^S 3£3c3®ii y®^;5o^ ‘sS99®^g^8e»’ 2c5fc3G€5®oa5. 

5d5^gS£5 6oSA® SdS gSeS fdSJSif'JSU'Sl S)|dS3. ??®2i.g5 

(l.«.10 3oi5*(Aoei5SSM;3j_tJ0 ‘dkPlb^dSooAe) s^dl’ 

10 ?f0®as3®t3 0odi5o^ ‘spoacJSp^S" ‘Sx&a ssikina^oasko’ (spoa 

<S3J®5'^3?5 3eo?b ■CSoaa?^) 't>S^^^a&oS>. ^1.^. 1000 35c33j^ 

S'Jkj^S AX®dkX®Cb y'JikSo’S'® S’e^OTV ^oSSSkr®© 6ftJ^oJSJ®o ts'^ 

&'3udk>«SiJCmca5. ©o3gj Sko^Sj;^ SP&^ 6o^a3 

3oo3S5dkj. “ 


^<8 ao(SC3»dkr®SS3oa^' SdSSIDdS^o ISStPg 322 3oS52 2r>eo^O'S ^2 j 2 
‘SodePdPa^ 36[3’S^ Ski©S«{^2 SoSePCPdSi^dSo 12 5«3®asPiio. 

32jA3^«o^ «a®a^SS 2o0a»dSJ®3S 02^Sodk). McSSi2 S’d^©^ SPao^ 
75eD25^^t:>J^dk) ‘iSblii^a SaJkoeo, 0?J®3 SaSkoeo, S2^3 SdSawoj, fcs2o 
asaskoeo, ?o22Sa25oe», 2oe2^2, AcjS^ 2 SasSooo)’ ^dkJvk 2d5^&eo 
3oo23^CS ^2 j 2222. (SodcPCPO^ 36^3. 513 ^O.) 
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I ^ and indicates a sSstra like chandas 

(prosody) or vySkarana (Grammar). Here we have to understand that AnnamaYva’s 
poetic compositions (padams) exemplify the best ways of composing padaL.' 


2.Like in music we have m3rga and dBsi traditions in indigenous 
languages too. In Telugu this m2rga-d6si bifurcation appears for the first time in 
an inscription of Dfisati Pancja (1145 A.D) and later on in the writtings of Pslakuriki 
SOmanStha and in Kum3rasaihbhava of NannecSda. But the existence of desi 
tradition can be seen as early as 9c. A.D. from the extant inscriptions. We can 
also guess that it could have been prevalent earlier to 9c. A.D. also before it got 
recorded in inscriptions. 


Desi tradition is of two streams; Padyakavita (poetic composition in 
indigenous verses) and pada-kavita, (indigenous music compositions). It must be 
stated that pada-kavita in Telugu has not acquired the same recognition as 
padya-kavita. Verses composed in indigenous metres of prosody are seen in 
inscriptions. Addanki inscription of Pandaranga (848 A.D.) contains a ‘taruvOja’ 
verse; sTsa verses can be seen in Kandukuru inscription of Gunaga Viiayaditva 
(848-892 A.D) and Dharmavaram inscription of CSlukyaBhlma (892-929 A.D.); 
‘madhySkkaras’ are recorded in the Bezawada inscription of Yuddhamalla (927- 
934 A.D). The existence of versification in the indigenous (d6si) stream precludes 
the absence of padakavita and suggests the coexistence of both. Telugu is known 
to have had a work on prosody as early as 10th century. The Tamil work 
‘Y5pperungala-K-Karikai’ (10c) speaks of a prosodical work in Telugu by one 
Vanciyar (vanciyar seyda vadugaccandamum). It is only in the Gudur inscription 
of ViriySla KamasSni (1000 A.D) that one finds the verses of carnpakamSla and 
utpalamSla marking the entry of Sanskrt metres into Telugu. This suggests the 
prevalence of indigenous metrics alone earlier in the Telugu country. 


Pada kavita of d5.si tradition is mentioned in PanditSradhya caritramu 
of pslakuriki SbmanStha who flourished at the end of the 13 century. MallikSrjuna 
PanditSrSdhya belonged to the 12th century; he was the founder-leader of 
aradhya-saiva-sampradSya in Andhra. Palakuriki SOmanatha in his work on 
PanditarSdhya describes that devotees of Siva accompanied Panditaradhya on his 
ioumey to defeat Buddhists in argument, singing tummeda padamulu, prabhata 
padamulu, Snanda padamulu, sankara padamulu, sanja varnana and ganavarnana 
padamulu. (Tummeda means a honey-bee. The word occurs as a refrain m 
Lngs of that name. The bee represents jiva according to Bhuvaneswan samhita. 

Parvata means Sn^ada, the abode of Lord 

pT&at imDOitance situated in Kurnool district of Andhra ^ ‘ 

Padamulu are the ao4s sung by devotees while “P 

means description of the evening; gana varnana means the description o 

important toVa as He dances in the ev g and pramathas 

are His attendants. The rest of the names are clear enough). 
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er>^cS&e»vr»o s*oSS», B&XjSSj Sor»c» t,g (d'g^asSjjr?' 50« 
aox^Ss^^joessrjo r>a;^oi3» ■t>5'^otxn Sd5 gs«;3j ajSi^on* 

3i5iPa: S-&. il.«. 1402- 1407 i3-t3 S;3j^S*o ‘5»o-^oos»i5 

csxij-ajcS’ »oiSO»dSJo€r* e«a, i^oesd, 6n»SW5CT»o;Sj t>5Yotxoa; 
S»a c3s^n»jj»sj^3aies>. sods, As, ^ssa, 

3*sa, a.o^^5.''e)^S) dCb5®esaj il.«. 1453 «aoCfoS ‘-aoS^iS 

0>,c>o’e* aagSSSs es^5c^S5^?J'tf■^^3 S3 SaOKSos ^I.«. 1550 

0(^53 -sga >oaoi«a*o’^ sas d3^n»;3o^ 

3^fl^tj*a aF*<’*oSj OiPSPajS^s-SsjS* ss^oAoa. 1600 [^oS«§> 

■siuJ'S €)o«SS:oiS ‘ae>o(55S^ e«r.^gss«’^ ( gojo 3«sa 
5”sj’j«««e»S5j3s 3a^c«apo Jaa t-g ap>o^«oS3S333, (^soS*, 

2«<T'oS)aa (JSjos* ‘asqg^cj’sjs aspfioa. a^cK«T»o:S3 soAs 
3«ng^0*«> KcJ*ogJ 3®^ SOsiPa.. 1656 S®t5 e$a^g3 on ‘esS^gt) 

c&Sjj’^ 3 ^ag 3 ligs 3 JrjS CXS, aijg^TPSt^CPoSd «SjSaoC5t3o5®3®fcx» 

e63®t3, lio&>u, as«sj5, Sssp^o, ®e So(age» es'^S 3'^a. oasoj 
;pdij. sae)g^a®32 cS:jgin»S<^g^CJ®3;^ SjiSjOgSow 


i*9 ao(«Jj'o3oa 1656 stp^s spip gs csijfpdjdi)^ 

£>bs\ woatxSj^a; ‘cSS^n'SotuSS’ "SexSio saoiajeo, ad5jS§)ei>, ‘Soeo, as^Jo 
UJ<», S>oX<?!3*SeS5eo, ?*aSo«J2e», 3gSa, a^SS, ^SSa, a«fca.^a, «9^Sd3j«x> 
33 cSpa?!® «TOS3_|dio odinSSr'ooejJo 5*3^ Sj^iSj SsdSiO sas 5aSe> 

(SagoSS cSj 3 SodiJC g3S^08»e»’. (I.«. 17 «af»§ asOSPSS 3«-di> 

^gtDCSjcjg3 SS ‘qg^cs SoAS gaP»jj^g!P3j^ «9&S aO«P3j^ a^5o3i 

3e}^ Sc:»e33, SPj^SSjgSodgBS ‘s’?^CT»o5* 5P33 gor»a®jo3 ©a acP<«di:> 


o& eS:?bnon» 6oc®e3 ©3 !PK3®<?®«)5® SoAs 6S3 ^oSd AotPcoo 


KSag 3®3«S^ SPCr^S qg^oo^ CPS3 a3®^&.. (qg^. 3-425, 426, 

427). 
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Ancient Telugu prosodists, though they went on treating Telugu as 
one of the PrSdcrts, have been mentioning at least some of the indigenous metres. 
Yet they cannot be said to have treated Padakavita in a comprehensive way. 
KavyaankSra CudSmani of VinnakSta Peddana (1402-1407 A.D) mentions raga’^a 
manjari and Udaharana but not Yaksagana in the dfisi stream. Verses like kancfa, 
slsa, ^i, and different types of akkaras, tripadi, caupadi, and satpadi are treated 
as also taruvSja. ChandSdarpana of Ananta (1435 A.D) treats the 9 types of 
ragadas which lend support to a lot of padakavita. LaLsanasara Sangraha’ of 
Citrakavi Peddana (1550 A.D.) teaches how the different kinds of ragadas can 
be used suitably for talas like ‘triputa’ etc. in Yak§agana. ‘Sarasandhra Vrttaratna- 
kara’ of Vellaturi Linganamantri (c.l600 A.D) gives padalaksana as 3 kSmaganas 


of 5 matras each plus 1 surya gaija of 3 matras, with prasa both at the beginning 
and ending of the lines, with caesura after 2 gaiias in each line. Metrically speaking 
( 5x3+3=1 Smatras), this is Kamata Caupadi only but for the nomenclature of ganas 
as smara ganas as found in music treatises like S.R. ‘AppakavTyamu’ of Appakavi 
(1656 A D ) repeats what Citrakavi Peddana has said about ragada and YaksagSna 
but also adds I5lip5ta (lullaby), pendlipata, dhavalam, suwala (pounding song), 
‘ardhacandrikalu’. It was Laksana DTpika of V5rt5kavi RaghunSthaiah (after 165b 
A.D) which not only mentioned pada lakyana and YaksagSna lak§ana but also 
brought different types of songs under one head as ‘madhura kavita; Padanns, 
daruvus 5l5s, dhavalas, mangalaharatis, sobhanas, uyy3laj6lalu, jakkular5ku pa a 
mulu, c’andamama suddulu, astakas, Skapadas, dvipadas. trmadas, catuspadas 
■istaoadas are the songs covered undear this head. Laksana Sirbmani o p 
wXtammrnrKavi (17c A.D) makes a mention of S.R. and Arjuna Bharatam 

wl Si-s’ of music. As they are tied up with rSga tala etc he relegates them 
to music , severing their connection with literature. (L.S. 3-425,426,42 ). 
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So.ii JSoJ&jSSu 

o^^cSio ^SSSo«Ce:i7'codSj?l34e3®<bod^ 

S^S^dSj SdSJSojen sr®d;5 
c33jJ5j^d3of®JDdi)0 ’SoStJ'CiS^ejj^ 

So. II ISolo SS$ i)^S 2) 
rs 

«oSu v)ftfcoSo'3;S JS'ScSr&'S 

^ —* flL— a) cJ a«. 

J6ol5 ^S5coa:> aP<i^5 

»r.X> 

«o5»«SoSSSjje» ^450) 9 

So. II SSjaCJ3®g^S dSi^Sj^cSi) 

SeSSSoiolb 

Si^d3SSiio?b 3245 SoS*!’ 

045SS:oe» \^‘SoS'l5?JjS45JSx>e» 'S>S)(SSx>^ 10 

So. II as^o^cyo© 

i^oci^i5 aF»«>S?5\di> -d® 

—« o— ®o cL 

345£oo45 S3o™ 

45&o^ CC04SO d®/'.^45&o4«<S)^.S' 11 

25:. II ^^4fcS, J^CPo SiS^^, I^^JS ^OoeuS^ i 

dSjd^ S»MSSil)45>^, 3345 S5jo^ar>0oexi^, &«S>^i 
"SoSto^^o 3o^ 45S (lc®433»3^oe»c5 

;534jbS €P«30 d«S<3S5^_;^d55 35^;5r«iSj^(Sd5L>^ 12 

o»ii 3^Sj^o«S SlP’(^3'l ir'tr^o S43o^o;S3j^ot3& e5C9dtJ«35 3*llb cnj^ 
ar»«3» Si5j^di>n»a 3C5»e» S*a^O ^^Otoj3ot3 ePsJ-aocslA^S ^45^345 ( t>Q^o 
3cp^o3oo)3j "SoStJodoSa ^3345eP>45o (8). 

SoA<>J^o«on» S©^ >53 »o 3e3(5*d 3j33a«e) i^OS 3'^j5^4b3 

2b45 (•^)3ol^3e» >d^ d5:)3ai33o SBl^ jJcSSj 3dr»cr>eo ^£3» «jO d“c45ieo 
3d-3>€S»ox. (9) " 

€r>«>S3^dS> 3C5»oSb45 33333^^ ><53t^:3 (w >(i35P0§) 

2^j 53 >3®2^3 Se»3o»o 3o33B^ y’SoS'loSc4S33 >D»e» f «p33t333r®5c 
SoA») 3©?3 3>o:«. (10) ^ V 
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Verses 8-12. 


•Tr. Tanapaka Annaya’s padam-s are a surety for the eradication of all 

sins. The judicious who know the benefits and sing them get the protective care 
of Venkatacalapati.(8) 

If (these) SankTrtan-s on SarvSswara (V6nkat£swara, the God Almighty 
) are sung even those whose minds are burdened with an amalgam of various sins 
will be free from the fear and sadness caused by the God of Death . (9). 

If Tallapaka Annaya’s padams are sung with devotion the Feet of Sri 
Venkatesa, bestowers of various riches productive of pomp and luxury, will be 
realised (10). 
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d;3& <r>«d»gJ5j^cJi> (fccSSjo 

K*€i% »S£S 8300®© d?be»^J5^SJ®2 oasiSCbo SJ®oo5*o3 SPSi3n»63. 

o®gd«gaj^d53 aj'o© sr®es3^e33 ^o» ao^ 0'^it»e», "So®©:, 

^r>t^03, «^o®o gOe», ^;5i5®a®«35, wKSir*© JSibSos, 5o3 Sao^p®© 
fc03©3, ^«fc©3, 'SoStJ'-CSoSO Ofi {Itt© {5S>^^©3, ^(P»©3 esodSoTt* 

6otJ*oa3. (12). 

oj®^. II (DSaoS* SidS^o©^ ‘«9ftij^c3S35®2)dS3o’ es'S^to ^3.. w+S5d33 

§^^:)dS3©S 8..g «» ePt^'SciO^A^ dSdS326tt3©3 /&d 3&S3 ^o®^o^©A 

‘«i>aj^dS3+§*SdS3o’ tstd) ■3o5* SdSb;^. ^ 3©?3;3 

•CSdS3SS& /iicy>^o5o©3 ®S «!>0o. ©iS^cJSs j 55^S dSdSsSj)^^©^ 3®?3 

wcSSsa Sol^JS©3 ■SogtJ»\SoSS ^SdSaPdsS «i>0^^cJS3O. ©liS^SSidii^iSs 

3©^ «#eSS3^ So®©3 d®d»tJ®sl t3soc®sI £>S3 So830d5o? 

>^5:i3S «j» Sba c^soii oso© Sods «iS iScssoiSdSo wjst^ 
ajO 2.^^ «io0a»cJS3 83®JSo. 

SS® Sd5^o€r*;3o ‘o®«d®g dSo^S^cSSo SdSJSooo^’ Sir»0® 

^IS.. €r>gd®2J5j^cJS3 5d55So3©o'fc 8-2 e®§o- SdSSSoooo'to d®C3®o'5a 

■3oS* wOo. «s;3^dSo 5n<»oSodS jS[l«fiA wdSsJS Sa®©3 d®(i^ "SogtoS^dSoa 
S»d3»©3 3©3J^dSo'Sa ■3o5®-5®o «p©^S®dSoo. «c53oS 2^S3 oS«J»?3 «scoo 

d*oC3®ttS KSSo^o. -2« SdS^o^ M^^dS^e^SS, S»oS^ 
SdSaooo'S 5®i3 SdS ¥81®^! 5®U3, ;>^o «9S e-'l ©CSo^SodSo^S aoS«S\C^d5JSooo^ 
1935 ^t3 oiS^^Sos®© »dS3j^^ d®0®a§ ©Sj^on® SSSOoCSadoa. 

ISdSS’oS* sa^o^ ■So2tJ»aoS0 esaj^^SSocSSo^ ■J®taP'£ sa83oa 2©€y®d5&dSo 
s®aao, giSO J3®ft^{5&a3 s®atoo sa^eo&oa. w^^aodSo^ ‘5^07?>0 SSooesS’ 
^ «^o«o®a3©5 ejd^ooa^dso >^ao o®a3 "axogiS g^^aj®cr»dSo^ 

aaod ae&dSo7v» aootSaa, esa^^ssodso^ «^on»{5 sol^aoso £^83<i 

jsooo ^^cssosj)o®a a;a®aa 'SsaojS’a TrcDo-oatoo ‘e!»a^ax®d5^ as^a.’ 

42;§)o^ es©c©oa83(i 6oa. aol^ae^g^CTo ©.'3jar«o®d5c oaago §®o3o 

i*o®^o dsaa s®aaoj. “' 
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The Enemy ot Demons, (Sri VenkstSsa ) having faUen for Tfflapaka 

Mnaya s poesy of pleasing phraseology became un-interested in the utterances 

of others.lll) 


Tallapaka Annaya’s verbal innovations are beautiful. They become 
Vedas (the mfaUible scriptures), sSstras (sciences), puranic stories, essence of 
wisdom, rows of Sgamas the very contents of mystic formulae, ethic.s aruLmorals, 
pieces of art, the very secrets of God’s chamber-Pleasures.(12) 

Com: There is a pun on ’annaya kovidula’ in verse 8. Splitting it up 

as ‘a + nayakOvidulu’ yields the contextual straight meaning of Those or such 
judicious scholars’. ‘Annaya + kOvidulu’ is another way of splitting the compound. 
It means those well-versed in the compositions/personality of Annaya. It means 
those who know the devotion, personality and scholarship of Annaya and sing his 
songs will get the protection from Venkatacalapati. How are these two things 
connected? The Lord is devoted to His own devotees. He is more pleased with 
devotion to His devotees than to Himself. This is a concept well known in 
Vaisnavism. 

In VerselS there is a pun on ‘padamulapai’ in ‘tSUapSkannaya padamula- 
pai’. Padamulu means sankTrtans; it also means the (two) feel. ‘If one gets devoted 
to the feet of Annaya and sings his sankTrtans, the Feet of the Lord will be 
realised’-is another meaning. That Annaya after leaving his mortal coils, has 
reached Vaikuntha, the abode of Visnu (sSlokya) and assumed a form similar to 
His (sarupya ) is to be understood. The text reading as ‘sampat padamulu’ is 
emended as ‘sampatpradamulu’ in view of the fact that the two words aspada and 
pada in the connected adjectival construction ‘vibhavaspadamulagu vividha sampa- 
tpadamulu’ means the same thing and appear repetitive. 

The 1 Itli verse speaks about Lord V£nkateswara being captivated by 
Annamayya’s poetry of pleasing phraseology and His non-interestedness in others’s 
utterances. This is supported by A.C. When AnnamaeSrya composed Srhgarama- 
Tijari and made it an offering to Lord V6nkat6swara He is said to have remarked 
that with KxisnamScarya’s devotional praises in earlier days He fell like a recluse 
and that with Annamayya’s erotic panegyric then He felt young and dashing (with 
a lust for life). (Anna, caritra. page 42). It is probable SanklrtanaLaksanamuis 
slightly posterior to Annamacarya caritra. 
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1. 23*3^05^ 2)*^a:co23tD 

d'S. 5^00^ B^^TiU^^CSoo ^^-CS^oSo “S>6:) SoSSCP^S 

S’^csSo^'^'Sj^! SSo^^© 

s^SS-CS^^. a piece of art e>l5 

S£5€jocj®sI “axj^5u3 ‘s<?™spo£So’ cpi^sot^ 

-o^e}^ ^ jsr«4o^ 
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I.Versei2 qualifies the padams/sanklrtans of Annamayya as ‘krti-s. 
Etymologically, that which carries the skill is krti, a literary work, a musical 
composition, a painting, a sculpture etc. This particular usage may be the reason 
for this nomenclature sticking to the compositions of Tyagaraja and others later 
on. This is a much better word than the compound ‘kalS^andamu’ currently used 
in Telugu which is an uncouth translation of the English expression ‘a piece of 
art.’ 
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13 


ion 

SO-Do-aS «^c»!S»e» "SoSoi^SJj 
i^Q sse l£» e^g^SSco 

eoiSs SttSSO' !50»S3S“o'SiS^«a3^ 

wiixii «>t3 <SS5Sj^<33P'i5o^<J*®SS-^rS SiS 
qg^cjSSjjo er>?^3®5> 
ae»g tT»e»oi^Cl^ttdS' 

a«Sj^^e3oO JSjSSs^^O'CCS^ec. 

aoiiOO^ a>^otr>U<SS3ii^(SSi PbClP>«o5cioJ^ Sofej3» 
so^isaS' itosj^cssjc taj»s ««;s5<r>^ao3ca^c9o 
oOj^ aioOis sosj^^iiouos c«S)op>;soa aocs^ox^ 
saj^cgDe? ■r>v^»a5^«sa»77> 

diS:>SS:)e^5:>^C2SJ)o 

i3^^0^\nts>on 

dSJ'3»J<as«oacao^a cssj^s^ss^eijs^^s 16 

asii SOJST'SST'^cSSi SSST’^S'Sj "SodSM SSj3^«r>SSiS3» |Xoass»^ 
aO'CPtoj'^ sSi&)<s53 ^cs^es^s sp^?ir^<3ss»^ "Sa^ca 
■c^acpofJ^OiSJ'aco^ ss^aottoO s<y»^v^^®o2r»oacn® 

Si!)^ac«a^a7*ss5coj3cac3®^s»^aci^?®oot»a5^ 17 

«r»ii $s5do ®^£3^ "aija^a a'^si.oTT* sr»cjc5aa 

acsss^ejiSi ■^gtj'CSoSd «^§jgoao fi's^aagscj® 

(«)03i3a esa^jsj’^j'Oij^ai) ciT'J5)KoT355a'a3. (13) 

sasafipSjcpsja^aa 3i»^a aaoaa e^cj»o 6o 

3e»aj§'a O'JST' 3a^?^®Aaoca>^ wSSb^aspao er>eo3a®a'6 e9«ja 065000 
e9a^do®i$o® ^oijooa. «!>£i05 |^aoaaS5oa5g^o'a5 (14). 

?bObi§)^ ?iK650d ©aaAO €r>«>g»j^di) 0^go^ Sol^Oas «0«077> ^cSo 
?r®60oJ®a 200^5^ ar>ajga e^eT»a^ ©fJ^i^oT? aoSi^j0^r»5.^ g2§)oSo 

ss55T:^ofr®^_^totxn»a5, ^v^0oi3s»oa^ot3§ :gr®^^^05^«sj^ooi7T»05^®?5S52^a2PCi> 

«o a«a w'aT«aoa5at^n»a5 0oO5j'>a ^^o-cr>oo (15). 
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Verse 13-17. 


Tr. The great creator of the poesy of musical compostitions (AnnamSca - 

rya 1 defined the signal characteristic regulations of padam extensively codified 
in works like NS^ya^Hstra called Bharatam, etc. as also the model kirtans on 
VSnkatacalapati. (13). 

If one can understand the mt>dality of the examples and regulations 
of padam as enunciated by such Annayarya as described above and compose, such 
a one, even if he be a green-hom (lad), will become a maestro, with his 
composition being comparable to a gush of ambrosia (amnadhara) (14). 

Tallapaka Annaya, the top preceptor, intending to freshen up 
sankirtana, brought forth its governing principles in Sanskrt in such a way that it 
afforded pleasure to the best of poets, that it stood in complete agreement with 
^astra and that it drew encomiums from connoisseurs (15). 
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WCSS}^ «saj^ot32 ?t>Ob^fc 
dSiiJii. fs>&^ i’iSoSo^ IsgSPa^Sj. -osesij^csaj es'S t>«3a«oi3»a;3j. 

ssr»«ojd »sS)^aSij£S 5*©'3e5oS® s.JSr»;3or!» 05»«od ssr>cp>a7To5 i«o{i5<»S)^, 
e5go^^ jsr>ooS® 5S7»^p^^n»& cj^^^ao-as cpS^^, '^JSjSo^a ars« 
aCCT»©^ a^Ooo «aor >6 £r“5»^os> ao5*SA.o^t^4^^ssoia7!» 

(3o3?t>€^) SSi5^Cir»So7V» 3^;S3. (16, 17). 

sf'^i *5«j»s5oa«aoto sessao* S)«ps5o2i“£k» ©otj sscssa 

«>©l^dS5o. 

«5cp^Sj^a^ cpjsajj; oaoas goes© sdjsx»cra^£3^ cpss-cbj. «9ssjj^j5ar’'0’ 
&^o2a £!)iSii5SSja 3a^4J®a2 sr‘'3JS5'5 6otx>oa. ei>^^S5od3c>^^ 

s*otss»oo wisooa ■^aoa;5 ^«jS 6 5e!iso«cn>css>€» gr>es ‘5isgasf®l'«y«jSi3«’aa 
aiSjeSSb-Sj^t^ ‘g;3j^assp7s«^«6g caP>Se5SS» ©^S^c3Sr»Qa^aa ■ar»3» 

;5ss3j'&©ji)ar«’ ’aj-esyg’s s5jn>^«‘& ‘eaj^aj-'o’O^ adjd’ 

aa ficoasepcpejb^as (1537) g^s^cpcssa© ‘tfoi^ga«y> S)«psSia«j5o’ 

e5>©^a iiiga (1509-1520) 60&00 3©>sj. 6 #di>a aoiiSoeo aa^ aasco 
2o«r>-ex»{ij^25o 0 »«sn»oa ‘Sesgas® a«j^aja“’sa ?j©a ^osa-aj^. 
sjjaS a^eu'a»n»o5; gatf^o w«3, aao, a^^, ssjejjc gao»^oa bs®eo. 

■^^jsci^o5*ao, 0 Soar»a^ ^^oaatM ga s®a^^aaocpa^ 

«ajga5 ‘s»a^gajep»a’ ‘ga|aa»^’ ‘gao® acpaia*’ acocb^ota 

sat3oi5»©3 ac^aaaa aa^cssso^ ‘sagacn* 

?j 0 oaja*(a^o’ ^ggasatooS^ ao' 2 &a®o'^dSo. esa^ssj^-cr'O:)^©: 32,000 aol^aoj, 
a^sa^sejoaorc® 9ai?bS^ d^ssj^cssjcso, ^otpOoSjocss, 12 ?^^5s®©J, 

■Sogtj®[a ar“a®iS^^o, ag© «7»a.^ a®a® ^©ocp©j (ft«S0Doo°©5?) 
«>a^aj®cr»c^ aoja &as gog 3aj?b aoaos^d 

■3^aao€r® a^cpdao^tg aoa^^a, s»i:Tjo, [>g^tJ, ■^^a,s<'o^a 

§pa.^ gatpes^spcoeso (1053 ad). tsaaga (C1150) s»a^ga5er>aaDao, s»a^a 
iSbCb^spitto; «a^ada^ (12/13 c) wo^aga«r»a« 3 Pa 3 a»*ao; ©g^a ga^^^ e>a^a 
^a!ba'&. «5®© ga:)©a®s 7 ®aj’%fc^aj gr>tt gacr’S^o^saa*'^. «>o>a 

"saa ‘wo(asao»ao®acia“aj’, ©a^ajc3i>^ ‘sagaipa^paia^a)’ e>a©cgJ5o. 
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Here flourishes T5llap5ka AnnaySfya’s son, Tirumalarya who is the 
preceptor for all. I am the eldest of his sons, Cina Timmaya by name. With the 
permission of my father and bowing to his feet, I will enunciate, for the pleasure 
of scholars in the sSstra, the great scripture-like teaching of my grandfather 
commented upon by my father, in accordance with the original and its commentary 
and in the form of sequential Telugu verses. (16,17) 

Com; The word ‘pitSmaha’ means Brahma, the Creator. The compound 

padakavitS-pitamaha means the creator of pada-kavita or poesy of musical 
composition. This title-like compound may originate either because of the creativity 
of one’s compositions or because of their sheer bulk or quantity. To say that it 
is a title of Annamacarya, the question as to who conferred the title on him has 
to be answered. There does not seem to be any evidence even to say that Saluva 
Narasinga Raya, who revered and patronized him quite for sometime, be.stowed 
the title ‘padakavita- pitamaha’on him. A.C. merely states that Narasinga Raya 
listened to the captivating padams praising them as ‘unseen and unheard of. Cma 
Tirumalacarya (c. 1537 A.D) luiew about the presence of ‘Andhra 
Allasani Peddana, in the court of Sri Kr.snadgvaraya during the period 1509-15iU 
A.D. Familiar with the title of Peddana, Cinna Tirumalacarya, perhaps, thoug 
it fit to call his own grandfather ‘ Padakavitapitamaha . 

Brahma the creator is said to be four-faced; and poetry is classified 
into four streams, namdy asu 

rfuH and seem to have led to the 

the pod creates the w aF ‘Vavibrahma’ ^kSvyakamalSsana’ ‘kavilS- 

formation of title-like compoun tSe title-like use of ‘padakavitS- 

pitsmaha’ etc. However there is 

piiamaha’ is justified m the ^^ari in dvi>da metre and 12 satakas 

32,000 sankIrians,Rainayapa and Spgaram^^ prabandhas (gita 

in Telugu, VCnkatacalamahatmyarn to this. In Td 

prabandhas?) in many inscription (1053 A.D) was ‘kaviraja- 

NaraySna Bhalta, mentionedNand^J^i Ldhra languages. Baddena kavi 
sekhara’ in SSnskrt, ^ tnalasana’ and was referred to as kavya 

(c. 1150 A.D.),callcd helfthe title ‘Andhra kaviiapitamaha . It 

Kins:-."— 
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l^§®* 

T*e15>a, ^«0, ■^•T'-O, ^lr»<»S, esSj^^o, «oj0o - sijS es^O'S.oS esS^gS) 
3Sr^^:pe5a. ST’S^O O'aj'dSJO gO^off* es^O'^PS^ao 

(&i5c). a7«aj^a ssotSspca esOl^cJSso. 'aocbgoa'S^ 

63^ io^a^s a*a3sr»cs3a>3 ©^sT'S.^ ao'^os^aj. a«^og§’a3^;5gr»e 
ga<r>02)c»tto’. ««So^iS e^ws^ ©coo^s «j»g>g a;3®cbsS3er>cr'0b^e&) gr>a 
©^«7»fct?aottgo 3S3^ (7-11-1537 iT®aj) cpft‘6g3o2ba Sl^oOspas. s»r!» 

a}da tr»a®ccos ©^^ssjcsa^go seo^T'a.eo 3e>?> 6oatoo so«T»a^'iS3. ©a 

s''^d33s»{53a5 (3r*«^«a&r»a. 

SD®^e»fr* sa^oS^ ‘sae^e^g^c»a33«»’ - ‘aa^<^fc3oaa33’ ©a^^aj aassw, 
(Sooaaxi ©■3sa»e» aar*spes:»e»n» sy»a63atoo nsaaoa*©. 

aaj^^s* aa^o€r* ^pr^js^ej^j cSsgjoaj^jjjaj ©oos»6'y»(^jS3^ cag»v^,o 

3©!ba«3®c5a ^^tpovT®®. ?pao ©©"to jS3^a5»5o; ©a ^j^goj^soTT* ^cojoa. 

ifgo, ell’s©, cs©, A©ao ©'^sj’tSa ^gS3©7?> 3a5®aaoo, ao^©5^ 

S33i^§*so©, g©t35* ■csp*ao©, 03a-cir*a*jo, Si3gojj.5^ ej®ss aT’tt 

*o©so jsssss^gj as®o©, &^^g© geDKja3©a. sas^JiS ‘cs©’ 

©a?3©a3goota3oa. s'Ss»S3i5S©^a ^©lacssjsss^'^s ^s^dsa sos9©s^^ 
oa’S3<5Js©77» sj’o^o'So o©ag«©a^©t3 js'&cxiio. gs©^a ^j’So^aj. ?pn>s©'^a 

gS©^a>. (S^J’S 1 p 5* ^ eS8,SJ3’5*0S ^a*) ©a wo©5»6g30 ©a;>di>o. 

saja’S^sa^o^^ ga ‘aa oso^cao’ n» 3^§'s’^a>. aa ©coSj 
er»-cr>«53^:5 a^f ottsasoeSj^, aafiss^dsb^, ©Jbsjofe^^a, aaea^^, 

aa^^ oso^a^, aa^ ©obajodSo^ors’S’, Sscasajai)^ ©csa^©n’S', ©o^aj© - ©iS 
t)0©* acaa*o©aao 6©a. 

« V 

aa^iSs* aa^©s^ ‘aoaj’aj’^csaaaj’a*^’ ©^-5*0 acaosaj ©©"t© e^a^©, 

«9®*'3^ ©aj’^i^csaaM ©©"t© ^a©, 6a^go, 

ao|ao»d33© ©a ©(g«o. aoar’aj^j^cajao'S aa83©o»a§ ©'eo'Sa©, 

■^a ©a'^¥©, ao©v^a©|ac3®dS:o ©'3 aoj’ajas®© ©a^^cs3j’©r® S3a©iS3«r>co3, 

^?b©o’©©3. d’Sgioj ©a©g» a-s^ao© ^«ii*©aa-a©j. 


37 



Along with this, ‘asta bh5s5p3nditya' (being a scholar linguist in eight 
languages ) was well known in Telugu. Appakavi (1656 A.D) enumerates (1) 
Sanskrt (2) PrSkrt (3) SauraSeni (4) MSgadhi, (5) PaisSci (6) Culika (7) ApabhraipSa 
and (8) Andhram as the eight languages. Mallikarjuna Bhatta, author of a part of 
BhSskara RamSyana in Telugu was ‘astabhSs3kavimitra’. It means that he was like 
the Sun among the ‘astabhasSkavi-s’. According to the inscription of Pencukaladi- 
nne, Nacana Somanatha was a scholar in astabhasa-s. Nis^anka Kommana also 
was ‘astabhasakavita pravina’. Tallapaka Cina Tirumaiacarya, our author of 
SankTrtana Laksanamu , has composed a dandakam in astabhasa-s and had it 
engraved on copper plates on 7.11.1537. So it is probable his grandfather, 
Annamayya, knew many languages. It is also one of the qualifications of a 
vaggSyakara. That in verse 14 the words ‘padam’ and ‘prabandham ji’ used in 
the compounds ‘padalaksyalaksaijamulu’ and ‘tat prabandhamu’ mean the same- 
thing and are synonymous, may be noted. 

In verse 15, when we understand bhavajna-s as rasika-s the implication 
is that they are knowledgeable in Alahkarasastra which may be called rasa- sastra. 
Modification of mind is called bhava. It is in the form of excitement. This 
excitement occurs as a result of auditory, tactile, ocular, gustatory and olfactory 
sensations and activities. The distilled essence of this excitement is called rasa. 
Fine arts try to convert our awarness of mundane sensations into a bewitching 
enjoyment of rasa. There is no emotion sans rasa; no rasa sans emotion, (na bhava 
hinbsti rasah; na bhavo rasavarjitah). This is the thinking of alamkarika-s. 

In verse 16, the author calls himself ‘Cina Timmaya’. Cina Tirumaiaca¬ 
rya was variously called Cina Tirumalayya, Cinna Timmayya, Tirumala DIk.sita, 
Timma DIksita, Cina Timma, Cinna Timmanna, Cinna Tirumalayyangar, Ciru 
Tirumalai Ayyangar and Tirumala. 

In verse 17, there is the phrase, ‘paramamnayasamanamai’ the compo¬ 
nent ‘ paratmamu’ carries the meanings, the first, the best, and the most important; 
similarly the component ‘amnaya’ means the Revealed Scripture (V6da), the 
Teaching (upadesa) and the tradition (sampradaya handed down from teacher to 
disciple). So the phrase can mean the Ancient Veda, the best teaching or the most 
important tradition. All the three meanings are correct and good. Readers may 
choose the one they like. 
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1. a>^ir><ua iSiOg’S^ sr>to^ 

:^oA« 5 ■r>v^|«o5r>ea ©Sf^Sj'oCP®. Cdikik ‘^o^<5P^’ g^. £>» G-^^s^oo 
(l.sjp. 100-(l.«. 300. SlsO^s^ejo esS) (spo-CS^. e3»S§ 

^oaxsOo-O ^oAtS^oJ'CP^oSr® 5*®e^o ^^oOo. ^«7®®, 

^oSkT'j^S^eo^S^t.g Sejj^SP^ ePS (^o55®ea S^Sg^iSj.) tJCsSjaiS 
^oSo j3^S-cr»/<-€PC»o^ ;SiJs5aS) epgo iPO^^^o 

Sogo^S (^oiJSSSjS) i^GQiik g®^iSS5^ «p^tJ»S§ ®SSS®¥o6oa. S^S JPts^ 
S5?i^0 aCbcPo^e»,’ »^S5^eP^5iP>0»oj fT’S^SO^o^ 

ga£3ao«Sio6. ©odSj^d OJSg* a-g SSjSS^iba^eS^ 

£^CPJS^pgo §®3*e), asoku. S®3'e>^«oaog^c^»^S5. aSo («o$o So(«3»'Si5gt3 
242 §^s»e)^ oOo-aoa. ^ il.g. 3-4 «. ;pi3as 8jr»s^cb. k&orb^ 

o V —^ 

iscp^sa. (I. g. 5-9 g. ss3e^^ssa^oaotj»&. g®oaci> |l.g. 
5 ^€Pa «■;§ ^5JS»^€P0b. eSCP^Sa cr»«3g^ «?ae>S3.iy>0aoO»S:icS 

(1155) ^ftjiSjJSi^tSa asK^g JSj^a ‘jSoAiSar'CoJSjcl’. as?i^g5S5^ao -CP^g^^ 
§^£k>gj. (I.g. 1134-43 sSia^>®oa;3a»s3». w'^a 
‘^oAeJ Soq»g5o’. SP63™eoaj ^0«v^cr«i3>. (I.g. 1175 {^o«S5SaiSPaci. 

(SSig'Si^s ‘soAeS c«r>^g5o’ esuiiscp^da. «^e^^;§)ao gg. ^1.55. 1230 

j^^PotSe§) iSigJ5. 6ia§ S>o?liSX»d^e»ao ‘ciiO'SC’cSj'^ 

1380 (^o.), ^Sj^(S'SjS(Pdi>« (^1.5. 1446-65) e#^^S Scp^o^S^ g® 
^P>(klk ‘gepsa’ es’^ jp-S'Cb. ‘Soft«jaJSj<3i>>Co’ 

k^orb^, ^"iSo^jSiS, "^S^otojoa; t>one^iPoi& ^«oqpa^ <5'©^03P 

«^g 1140 -1380 jl.g. ca^STP 

54.3®^ JSo^Saplo^Sqg^csg^ S»oA«50€P^gcr»aj^, S>oft<gao^gJl>, SoAtS-ClrocPSSocSa, 
soAtSSocpscp^j^ 18 aa^o^ goS^S^TP 5 »;d s^o'S)^^ 3Sj^ei>. 

2. aog'Sja ^JSn»ao€^ ‘(Ssooo’sj^a jpas'^si.o. ipca^xi ^oh&ku 

Go£5o^^ rpdSjgqgj^cso^ ‘08Joa?P^S 5^45*’ (SoA«PO®^cSi) 4^-34 ^) 
©S(S(SP>?io. SoAsOCPj^ggo®^ 0tjoao, OP’Sgo eslS 

axr»a3ar“j_ ^g_oS sjep ^s^oaoa. 

cp;^^©« ^5p(^p ^Stogo 
J&o^l^cSSoo 05 X)i 5*, 8P>SgS” 


(s>oft.6tP^. 4-6) 



1. In verse 13, Bharatam etcetera includes certain other treatises on drama, 
dance and music. Bharata is the author of N.S. The work is assigned approximately 
to the period 100 B.C.-300 A.D. This is the earliest available treatise on dance. 
Music and literature are dso'treated in this, in so far as they are relevant to dance. 
Though it is known that SilSli and KrsSsva, the authors of Nata SQtras existed prior 
to Bharata, their works are not extant. The word ‘bharata’ is sometimes ,said to 
mean an actor, one who could sing with bh3va, rSga and tSla. This makes room 
for saying that Bharata is a fictitious person and that N.S. is a compilation of the 
work of many writers. However considering the fact that N.S. is remarkably free 
from inner contradictions and self contradictory statements as also its keen powers 
of observation, one can believe that it has been composed by some great man. 
Next come KShala and Dattila. KShala’s work is not extant. Dattila’s work, in the 
form of a gist called ‘Dattilam’ in 242 slCkas, is available. This is thought to belong 
to 3rd/4th century A.D. Next comes ‘BrhaddSsi’ of Matanga. This is assigned to 
the period bestween 5th and 9th centuries A.D. Some think it to belong to 5th 
c. A.D. Next comes’ Sanglta CudSmani’ of Jagadekamalla, son of CSlukya 
SSmeswara. Jagadekamalla was a reigning monarch between 1134 A.D -1143 A.D. 
‘SangTta SudhSkara ’ is the next work, composed by HaripSla MahTpSla who ruled 
SaurSstra c. 1175 A.D. Next comes the famous S.R. Its author is ^SrAgadeva. It 
is thought to have been composed around 1230 A.D. Sarvajna'Singabhupala 
(c.1380 A.D) has written a commentary called ‘SudhSkara ’ on this work . Again 
KaUinStha employed in the court of DevarSya II (1446 A.D - 1465 A.D) has written 
another excellent commentary called ‘KalSnidhi ’ on this. S.S.S. of PSrsvadeva 
mentions Matanga, Bhoja and SomSswara; and it was Singabhupala who quoted 
PSr^vadeva for the first time. So the work is assigned to the period between i 140 
A.D. -1380 A.D. Among these, the author of S.L. expressly mentions S.R., S.Ca, 
S.C and S.S in verse 18 without mentioning the names of the authors. 

2. ‘Prabandha’ is a particular form of music (gana visCsa ) in bound 
indigenous music (nibaddha d£^i gana). S.M. gives expertise in singing prabandha-s 
as a qualification of a singer (prabandhagana nisnatah ) (S.M.Sang. Adhya .4-34.sl). 
S.R. gives three names to the form of bound music namely prabandha, vastu and 
rupaka; 


‘sa casmabhih puraprokta nibaddhaihtvadhunCcyate’ 
samjnatrayam nibaddhasya prabandhS vastu rupakam’ 

(S.R.4-6) 
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‘(3e3o6*JSP'SSoJS^ S83g^^OC5®(<JdS5S5’ («»OS^oo. 4-1) 

eS3S\e3doa, !ii3£^ ^SooO^go hit, SPti^j (^oO®oSo «3»tt83ik>0a;5^a. 
W)t> ^a^S8300»eo, sy»d3^0£»C5»e», AiS’^cJSiiS^SSJHj. eSJ'SgSSo'Sa CPn»o^ 
- {ir»ss*©^ wePS^dSoS^ tS7»Ss»o^ ©©"to t,Sd«oSi 

SkSSsStoo-as cr®««r»«^5* ©«3»5o3c5i)^tto. SS^-JSOS Sj’j;® 

oPdSoiSoab^j^a. js&iStxsOJ^^s ssos (S6»o®S)i ?);sj^^;s(S8x>03^fi.o. 

3. J5cj»^cdJ^ J3d3^ s-g3<5on» ©S^SSidS?^ »o»^^ao€r« adSe^o 

i^dS ©«j*s»^©^ ©^SOo-0 0 ®;Sj 3JSj?b€i^ [Kocs® 

sl' ‘©SS5«:o«-aab§jdir*3^’ aj-»-0^od5iSSSdi)j. («05SSa.c!S30 SDJDot3, «iSS©g’5Sj 

(^cS5L>e}2^«&^^&? £)^(SLr®©^o§^!&o ^dS:)e)£k>«JbS^&? S£^c&0o37®e3 
S®o ^ouod$o «Do®ot3a? ©^ i3®*33 ‘©iSjtxJdS-Si&^dSjo’ ©otJ®0c». Sol^iS 
5P'JSigSC»5)§ qgj^e^CP>e» D2i.diio, SdSCiC^ jSSj^ssiSo. ^O^^iSS«PSSo 

^otxsd^o. ^J5S3»c»0®5oStoiiJ§)3^;5 SiiS^^P (tr*e»'3 ^p) ©0s»d!b'3. 

4. ‘©JS^«C5»0’ &-gi3. ejg^O » 05 )^JSr’ 

(dlS) s)OdS:> ^odSo l^dSo 20 o^+2?b©}^c», 2d®£So So^-h 

2?b, 3d®dSo 16o5iJ+2X5^^ 4d®d5o 12o+2?t>. 

5. 2dS)^£^ SdS^o qg^oS^ (Sa^SPg^o. 0®dn»© ^^^ol!J»^^ 

ao-o;^ «o(d ©iSjjsjdS* aoj'o^Kods sps®^^ ©;s3»©ap scban® sds^dsj'sofi' 
«’v^woSj jSxSSson® 3^Jii ©Soofi^ ©iSj^SSxaSo^ (rtoqpSS 6JS^^^ssr»dgd^o 
& 5 I «5J^©on» Assess 3«)^iStxa5^oa. ©JSj^SSocSSj^ So5^j€>jJ[odJo 0)i5^s»'^d53. 
CPfiS aja CPSCo<*6g0c»o ©au»a§ Sggi^cao^P ‘sSCoaV S^^WooSSo 
^sx^•©^«ois^g^SJ’»^ d®i3aj»^«sa «aagj-»c* ^^^^^!o^i^ss}& ©e>(>dSjo. 

6. iPg^o©o't3 aed&ais^ A^«o5* JSfiSjaSlPKo. ^ 8-'ISdSos»SCi>j. 

aco»cj«ocr»s»Sdi5j. ^DdSitSipaS vSa^dioaf*iS*^. ;3dS5*j^S)s®o5 3a^oos»a^i>^. 

xS^ifoaji^ ©©(^dScio s*oa^g;>ocp ^^ 7 ^ aocp®. 
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PSrsvadeva’s S.S.S. also gives the same names; ‘prabandhO rupakam vastu 
nibaddhasy5bhidh3trayam’ (Adhi 4-1) Among these, the word ‘prabandha’ is used 
in the case of gita and vSdya . That means there are what are called gtt;a prabandhas 
and vadya prabandhas . The name rupaka is used in the case of alapa and certain 
prabandhas. Alapa is of two kinds: ragalapti and rQpakalapti. The latter, rupakalapti 
means alapa for a song in the prescribed raga and tala. The word vastu is also 
used in contradistinction to varnaka. Vastuprabandha is distinct from varnakapra- 
bandha. 


3. The 14th verse, one may say, indicates the ‘anubandha catustaya’ 
(the fourfold correlation) of S.L; both his grandfather's work in sanskrt as well 
his present work in Telugu. The subject matter of the work, its contemplated utility, 
their relationship and the readership for whom it is meant, constitute the fourfold 
correlation. Here the regulations of pada-compositions called sankirtanams and 
examples of the same constitute the subject matter. Acquisition of knowledge and 
ability to compose the sankManam-s is the objective. Their relationship is that 
of the objective and the attempter. It is addressed to all those who are interested 
in learning and equipped with good powers of receptivity and retention; even boys. 

4. Among the uneven verses (visama vrttas) in Sanskrt ‘amrtadhara’ 
IS one. The number of syallables (aksrua-sl alone is important in this metre. The 
first line consists of 20 laghus+ 2 gurus. The second line has 8 laghus + 2 gurus. 
The third has 16 laghus + 2 gurus. The fourth or last line has 12 laghus + 2 gurus. 
The author does not mean this verse. 

5. The 17th verse constitutes the statement of the author’s aims. It also 
suggests that his work is as authoritative as his grandfather’s when he says that 
he, having been permitted by his father who had written a commentary on the 
same work , would follow the ideas in original in their sequence and .render them 
in Telugu verses so as to please the scholars in the science of music. Annamayya’s 
work is not extant. Thou^ it carmot be said that the Telugu work is the translation 
into Telugu, the author’s intention to follow the order of sequence makes this work 
also as much a scientific treatise as his grandfather’s. 

6. ‘Vakya ’ is defined as words used with the intention of communica¬ 
ting. It may be a single word or more; it may be addressed to one who is present 
before the speaker or to someone elsewhere. But the meaning should be self- 
sufficient. 
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7 e^cjo’ o»«dvg i)is« 

0saj«7*vPJSj^ do{4 ■2i6®0i3Ji>«3®iy®O>^S5 ©S^JS5<3SJ^r!»Oc> 5o»^j0o€i^ 

(iJ»J!>iS sesqs^o («0J!5»Sl jp^^5ovSS>5r»aS 16, 17 5a»^e» 3§iSS^S. o»«i 

d^S 0^©CbJS3€7*^C}^ «l2a>^S5 0®^d®5 

:i}«oo ®;!sjssr*^«c ^|«ss»i33 3sb?be^ ajscsn» p5>^r>ttj. acsasso 

TTssoa^sS^as ao»aj^ Trosoaspaa 3sp© o^ao^^go 

aja-a-gocKjai, tt&^?5csa ©esj^ocsj^ aaj&s3a'3oc«:i5’’ ©■^aa^o<?* 
iias&ajs7*'cr»iSj^ 3;s3o(a ©iSj^aocJigepiS o»ajs^cr» ‘i^on»a 
‘2iCT»K^25a5a7»©s»A<r>«)j’ oaoa^s saga, ©a^sjcsig e^o|«oa» 
ii liadgjSjcj’a'Cb^aj jjpdSjSo wds^ago aaolba 6a^ tt’cspjjj, 

j5fcr»a^oa. 16 sa^os^a ‘©ogj^"’ ‘do^a dsbaiSaasua’ ©•^ar»toeu aa 
sccsjc’cpcb^® ‘sol^a e^g^oSij’ caoSia^tSl ©aao Si§j§)a37i:» aa^tx 
sr»a>ax. «i[«oao sos^^ao^a a:j^(«oa»a^ ©ajsaoa &dt>t wcssoa 
w'aj’aoa 6iOtj»a'iSa s^^o. 
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7. Verses l6th and 17th tell us that Cina Tirumalacarya’s father was 
Pcda TirumalacSrya and that the latter had commente.d upon Annamayya’s work 
in Sanskrt. TillapSka Cinnanna (Cina Tiruvgngalanatha) was the younger brother 
of Cina Tirumaiacarya and he wrote A.C. in Telugu in dvipada metre. A calu verse 
of Tenali Ramakrsna ( in Telugu ) states that while Cinnanna respected dvipada 
composition, Peda Tirumaiacarya respected padam composition. Peda Tirunialaca- 
rya’s commentary on Annamayya’s work on Sankirtana Laksana in Sanskrt is a 
solid indication of his great interest in padams. Like his father Annamayya, Peda 
TirumalacSrya has also composed ‘sptgSra sankirtanamulu’ as also ‘vairSgya 
vacanamSlikS gltamulu’. The words ‘alaru’ (exists happily! and ‘tandriyanumata- 
mbuna’ ( with the permission of (my) father) indicates that at the time of 
composition of S.L. by Cina Tirumaiacarya, his father Peda Tirumaiacarya was 
alive . The implication that the latter would have approved it only if it was in 
accordance with the original, is obvious. 
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5ii S5:3*S5<5S50«3?b ai5»o0C3»<Ji»o 

&II esjssddaj »oAa eo^^se (Saoo»a®|dS5ss»i5 &£ss>aigcott3Soo 
a«s»-oa jsofta vSo(as»^52.® as^ec^tx&Sb^ctjossM 

««fcoaa^osi»es‘^»^ soAa ^B»2i3t3Sc,t3e»^5®t» ssdsssxi 
JisCJogO ^^io^So^»So£S3 Sb5^6C3ea£*o4S5Coi5Sto 


?lii A lion's coo3;^cfc5Sa aoj^'SiS 30 a 

SSooeSaCeso-CS SiodSi OJSjo 

■Cir>« Stooijs® a2)Oi7»Si> 

3SS^ s^g^E>!50i3OS» 3® S^dSSSii SdSSS» 18 

ar»ii »olo,jsao^ 1biSs5* ■»« fT’ajj ao»o0cj»di>o :)cr'ot3dSot3 

3^aoo. a* ‘Sis’iSs'^a ‘»oAaoo»^g{5o’ 0t»cj®cJ®^d£>o5^ sa^esdoa; ‘soAa 
^2.®^ aJrj^s^o 3«d5o ^SdSjcj&oa; »ofta -iSojags* aoJsaoS 
‘ftoAa aij»c!®^cS’5 jsdSo aeogj^Tooa ; ‘soAa aso^gab’ 6*^ 32»^u&oa. 
■»« SoAa ^«oI3J“oS^ol3S 5Sir*e>^i3 <JOa JSs^SacS 15 «C5*^ 

<35 jo€^ j^aeso, ■aj’OSdSo, aeooa jsdso «Sx»a35 «^c» sb^aa© 

vSc&u&oa 


ij®^H«ofl5g^ sofca‘&) aaasa, aolo^a ao|aD»d5io saac^a 

c3»ds>aoa i5^a®^a5. »oiJs®a5. -a< aaao^ao*css^o ijsoasa 

\^s»oo asofi a^a^a© ea®&cJi»aja 3 j^ ■««aa»a^ ?b0oo aoAa5o»^geo, 
aoAa ao(ag, aoAa ■ar'o^astS, aoAa aja»goo aot3 
a®^d3i5otjj® CPS asaa^a ?t)05>ooaa®^a^ aj'a^ap^aj. 


1. t^GOo «oto &5iisix>S) (acteoTT* 3a^t)dijifcaj^ a»u^4n>^o. spas» 

©aessio s^a© «j®^goc9'C^©6*ao®a®«» zipiSiS* aa^tsS^.- aotJoOoa 

S^, Staoas'a e^CJ®e» SSj^a eq»^cJi)© 15 e»a 3>;^as. 

■^a» a®o^«®v^o s*%, fi'©tT»o», »6r*c® aM^acsoS* ©ft^a^^a. S»t33* 
s»%a»|ae»o^ aj'jd'^ aa^bSs© 15 »o®^csi)©€^ 6©a. 3 *ocpo3o aS^c® 
a55(ac»^ 14 «9a»^di>o«^:;5 aaj©a. aoa |A©ago, s®4aaj(aej a®s 

'^©aa:^^. 


vau«^ ^3®6a: 

J)©« ggaa»3* a>ea^©oa®b aoc5s»2,» 
aao©cj®« g^s®^ at5ap©c5®^ ar»iTjs®ii 
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Verse 18; 


Tr: The great pada-tradition called Sankirtanam is being explained. This 

pada is spoken of in the chapter on prabandha-s in the beautiful work Sangita 
RatnJikara; enunciated under ‘desaila’ (desa+elS: indigenous ela ) in S.Ca. ; its 
corresponding work S.C. also waxes eloquent on pada; S.S. also gracefufly includes 
it. This padam has been treated and defined under various heads like vrtta, cQrqa 
and nibandhaka in the 15th chapter of ‘Bharatam’ which is the source book. 

Q>m. The author is making clear in this verse that Sankirtan is padam 

4md sankTrtan tradition is verily the pada-tradition. Not merely that. The hoariness 
of this from the days of N.S. of Bharata and the uninturrupted nature of this 
tradition is spelt out by tracing its treatment in the N.S. and the subsequent works 
S.R., S.Ca., S.C and S.S . Thus is the excellence of padam established. 

1. ‘Bharatam’ here means the treatise of Bharata, i.e. NStya Mstra. In the 
context of vScikabhinaya (verbal interpretation) grammar and prosody are also 
dealt with in this work Ijriefly. Our author refers pointedly to the 15th chapter 
where vrtta, cOr^a and nibandhaka varieties of pada are dealt with . Today N.S. 
is available in three editions, namely'the Benares edition, the Bombay edition and 
the Baroda edition. The subject matter referred to by our author occurs in the 
15th chapter only in the Benares edition; in the rest of the two editions it occurs 
in 14th chapter. Clearly the version of NStyaiiastra available to our author has later 
formed the basis for the Benares edition. The following are the relevant slSkas: 
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T_»c) ar or# 

«£f|« CSJ»esa‘t>^3» qg^saSu 

«|i5)S56 IS6o ■C5o45^?65®'O^SdSj®»j|^5Si 

^d3>o tu^Mi 

ao<SS5J^o cSSj®^Sj4SSSSjSjdS 

So£5o&i Sfio^diio iSar»c»S<SS>0»«SigSii 

o “sr V <s 

£>5S© i7»;y»gaod3»^» 

<k»w 

•CS^e^;^^ ^teSi^o •i5o6®S^^5)0®^5’ii 

(;T».«».t56^c» S»(ac>o. 14 tjQo^-38-42) 

e9o^.T»«S>. (e3ff®cr> JSw(^e>o. 31 

hif 0§^d JSoiSSS^oir^ A«So ^JS€5®0»<5gJSx(^^C9gS3csj «>S a%S*b(S^oK 
‘ aji^tsdoa. ne> ajdsj’^^jso'ajis sao; S0 

23“^ ft's aoA«s<?»v^3e3’^oSoes3 d;3 ‘aoA« ^(QS5»’ (I.«. 1625 ;§p»o^^a) 

*9^ l^odiSoS^ t»^JSC5®a^o7Pe» «psao, Saatto ©3 ISoSoO 

s®e>S, eSao ‘s6do’ wiSattiajoaS)# ZHaeSHood) ‘ali»6«So’ €s;!i3a2So«fcoa3, 
3ja Si^oSS ^icSlr*SS3*SS3j) <»ott30«S wj5SC5®CS>©j^ SaSacgean'"^ (^(StP’AoCPeja 
(•CST’SSo : CP'.Sj.dSj^r.fcsS'. «i^^CP^rt»0 BeoTb. 

1161-16 e9<5 ap>_^-02 SSiOcJiu 890 ^u) s»aO aoo 

i^o^^^s»e)o;&>o& «9S%^Sj^or!» ^?bab;3^^. 

2. jKoiSS^ SoAB j^oJ!5®e> "SOcoa^ 

^{KoO»e> ^o’5>& *r>t5 S»e)^g^^J^»&J^ 5p»i3o-C5^e3ci. "iStSo tjgftfoa 

SSa^SSj 6’CbSjifciS^ («o«So (woto w&’So?®S»€> 

\Ko^o) wotJ’ib. Sioo£i> ‘mSiSSOBo’ ‘s^g^OBo’ 

3*^’ (12 "^o^S®© (?5o$o) 6o'Sa3 «>© cooJ^tki »o^S^SS>3 ■r»i5D»B3dSj33 
‘tJ'3^SS»«s’ (^l.«. 1175-1250 (>o.) Sb'SjKoao SSo Bew^oa. 'SiSo 
(5*CbS3B5;S^ |l.:^. 100- 300 JS3acs»eJ'3S BoaoCS aS 

^o-CSivP. 
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‘Sbhih Sabda vidhanail) vistSra vya&janartha samyuktaih 
Padabandhah kartavya nibaddhaban^astu cumava.Il 
vibhaktyantam padam jfieyam nibaddham cQmameva ca 
tatra cQrnapadasy6ha suvibodhata laksanam n 
anibaddhapadam chandahstadhacaniyataksaram 
arthapSksyaksara syutam jftgyam cOrnapadam budhaih II 
nibaddhaluara samyuktam yatichch&da samanvitam 
nibaddhamtu padam jfi£yam pramana niyatatmakam E 
6vam nanartha saihyuktaih padair vama vibhusitaih 
caturbhistu bhavedyuktam chandO vrttabhidhanavat E 

(N.S. Baroda ed. 14 Adhya-38-42 Slokas) 

Not merely this. In the Tala adhyaya of N.S. (31 ch. Baroda ed) in the context 
of saptagita prakrti a grta is said to be a form of worshipping Gods and that it 
brings punya; that it is called padaniryukta. A musicologist by name Vipradasa 
in his Sangita Candramu (Prior to 1625 A.D) says that asravana and other 
subsidiaries pertaining to hymnal composition are of two kinds; namely apadam 
and padabaddham, the former being called nirgitam and the latter bahirgltam. He 
urges that as bahirgjtam pleased aU Gods asravana etc. may be used as padabaddha- 
s only. (Vide Natya ^tra-Tel.tr. by Dr. P.S.R.Appa Rao. page 161. Foot note 
16 and appendix -2 , page 890) . So padam as a hymnal composition continues 
uninterrupted from the time of Natya Sastra. 


2. The author has mentioned, in this verse, names of some musical treatises, 
but has not mentioned their authors nor are they in a chronological order. The 
N.S. available to us today, is called ‘satsahasri’ ( a work with 6000 sl5kas).From 
Saradatanaya’s Bhavaprakasaka (1175 A.D- 1250 A.D.) we understand that there 
was a bigger work with 12,000 slokas called ‘Adi Bharatam’ or ‘Vrddha Bharatam’. 
It is estimated that the N.S. extant today belongs to the period 100 B.C. - 300 
A.D 
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«S0ie3«da ‘aoAa CST'JPJSjrf’. -»<'S)03§* 5T»e»?b («oci»eo S^SsoeSoCSi 
^^coj. es)Odi>£^ !£oS^£k> iS&oh&S^ LddSsoto^ 6SS^ 

e-StS jaS^C® £.6cSS50t3^ zt^ur>^tSS^ 'SoISJ’OjS^ 

6oisr*t3«^ g^ijiSo 3©di>a<5*gt3 (P 1298/1) . zsK^SSa^a t)0i5^ 6o^a 

fc,gt3 (P 5081). 3»0d»o JSsSj'd^eo^. "SCuS* Ad^a j-2i3 (P 105/1). -»« 

SSiJ^ttj(«oO“e) ^(peo «r'd»aS Sossoao-D^SSa ‘(Ssjo0®o’^?b6oa ttSS) 

^eo^cS^a. aS^CP gJlCS^SS^ «Ss<JdSr®d®J55^ 

3e»^iSj^a. C3®S (SS"^ S®5*e» ssK^giSiwS "SjCjS* Softs iT®og «?s*aSb, 4 fc, 
aP-Oi (SvSjOoaSPd:. 3{a 0®dSo63oaSJ*(S'&. ^a ooaojosn* {PC^SS (SsxiCJ® 
O&p >as« 0 («oaesosafts csK^SSo^S 5 ^gCir*© SoftSCSPCPiSscJ SOe^ 
Softs ess»alb, ■^SJ'Ob, s^OSa o^S^oA® 0 *^ 6 ^ S.eSS}^. SoSSbj^Sr® 

cpje5^A»a ‘gtpus Softs d'Oo’U.s «gS*«’ (1 spop^o. 286,287 ^o) 
(gs^e^Aoao) 3§iSj^a. s»a ^a"^ (p 508i) § s^^sg »s seoSsSj^a. 

aSOeoSao®-CPib£e» SoftS-Cir»c®Sjd ssAcSsSs^S^ ®Sa§*SPO. ajSS 

CP£S^S»e)o ^l.^f. 1134-43. as SCoSieP-cpCa^eD 41 Sa^o®^ SoSSoJo'to 

jj^sao^ottaj, «sir>sao ^o"!) soSo 6 oaaotjLP ‘sp*c®S5cS’ (AoaoS^ 
3S^65doaS Sojas^g^ 32)^S®0S jSPdSjOo So - €PSj S^cSSiOTP Softs 
■sj-»a®S 3 eSs vSp»aiSasjS*«po. wo^s^as. softs spcps^rfS scp^s ^Aoao 
Softs sojag « 9 a&r®£p so^^s^a. 

‘Softs Sojag’ es'^ SoS^^S (Aoao 3oao®^dir®o (^C e^S^oo SCgj) 
acp^^soa -s« tSs^g^ Sipss cssipsase^tS softs^sp€!^ Saco c®. aiS". 
cf®sjs®a^ apcpoj. g^sp®asj 3 t» wa Boisas^^a. sosspsjpS" 

SOS^ SiS*^ &S SoJ®o 0 S Boj^Sj^a. iSog'toiJ^S (^ 3 ^ 

S05<as®©<iS>o, SCoSS^^Sj (^r So. 7012) sia Aoa. 
a(Sn®S 3 a ‘Softs aojas»’ ^ ■;£& t«oo®ojg); 5 ® 5 » 5 * Becassaj. 

SCP^B ^^^oao 3®6>oS>tpd®Q5a Softs SoCPggo. ?}a ^l.g. 1175 ^>os® 
aa. S 5 p»S 5 ASSj^'a^otJ ©acSboU^ Sjr®Sj^S^< 3 ^ &.g S®AS 5 ^ ®©s 

(SB (R. 3082) 6oa. ““ 

estJoSlP^Ba 0S>g'^S ‘Softs Ccp^ggo’. •Pd^'S^ao &ag£. ^l.^^. 

1230 (^oSJ§> eas. -- 



Next to this comes S.C. At least four works are known by this name. 
Three of them are in the Oriental Research Institute, Mysore and they are in bad 
condition. One is known to be in the Oriental Institute, Baroda. Among those at 
Mysore, one pertains to an unknown author ( P.1298/1). Another is by JagadSka- 
malla {P.5081). Yet another is by HaripSa MahTpala (P 105/1). The leaves of 
these three manuscripts are said to pertain to tfla and do not include any on 
prabandha-s. It is understood that the mss. at Baroda is in Malayalam script with 
the author named as Kavi Cakravarti. Perhaps, it is this that has been published 
by the Sangit NStak Akademy, New Delhi, under the authorship of JagadSkamalla. 
This deals only with t3la. Be that as it may, the KarnStaka Sangita PSribhSsika 
&bda K6sa in Kannada compiled by Dr. V.S.SampatkumSrScarya ( Vol.I - pages 
286,287) says that JagadekamaUa’s S.C. , an authoritative work on prabandhas 
and tala in 5 prakaranas is available at Varalaksmi Sangita Akadamy, Mysore. But 
it is understood it is only a copy of the above mentioned p.5081. We have to 
presume that the S.C. mentioned by Cina TirumalScarya is that of Jagadekamalla. 
He reigned between 1134 A.D -1143 A.D. As our author quotes only the author 
of S.Ca. (in verse 41 )to the effect that S.C. lays down the absence of sikhapada 
if pallava is there and vice versa we have to infer that Cina Tirumalacarya had 
not seen S.C . Not only that. It also establishes the fact that S.Ca. is posterior 
to S.C f 

This annotator has seen a photostat copy of two chapters ( up to SarTra 
laksana) of a Sanskrt work by name Sangita Candrika, with Thiru .Dr. N. 
Ramanathan, faculty of Music , University of Madras, Madras. The author is said 
to be one Madhava Bhatta. It is understood the original work is at T.S.M. Library, 
Tanjore. S.V.O.R.I Tirupati is said to have a photostat copy of the same ( Stock 
No.7012). Whether the unpublished ‘San^ta Candramu’ of Vipradasa and this 
work are the same or not is not clear. Both are dated vaguely as prior to 1625 
A.D. and 1615 A.D . respectively. 

The next work is S.S. of Haripala Mahipala. This work is assigned to 
circa 1175 A.D. There is a paper manuscript in G.O.Ms. Library, Madras-5 
(R.No.3082) 

/ 

Next to this comes the famous S.R. of SarhgadSva. It was composed 
circa 1230 A.D. 
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3. i3o(ag^J5 ‘^2.®’ 5*«SgeS3S»» SoAa OCPj^gOo^iD 

[ScjoJS^CJ^^dSjlSa JsiiSSS^tSS O'eo. «»C3»^dS50^ SJ'tti^oCS^os, w€>^^o 
CPe»7S|p^(SuoQ»eo, h^oKSiX^H (SooO°«U) CSJ'2SS (2uoQ°eu «p^ %0g«> ^o2S 
•ar»o (a6»55»eo *S)eJ•^S63o^5o’ «»lSd SP’tt|Suocs*^ &<g(J. 

ijet*, gCc», ■&)po«5^JS -a 

00*3 5P'^gO»&?) 0^?)* SJ^ II 

(^oA. i5o»^. 4 wqs®^ - 23 ^) 

J30*, SOct, ^oI, e^S^oatt, e)o«3, 0'S, £)g«r>fe lOSasCi 

|Saoq»e» SX»e(Stx5Q»e»S 3S^t5a«reaii» oOo. >St'S^o SCSSTifooeSS 
eoiSj^ ^'?o 3S:>«J S6o «S> ■OSeObSoO’CJ'tb^o «>ftj>cJ330, BJSj 

?b5^ ‘qg^c»«5®Sjd’ OOoOS d»«S5 «k>go OSoo gS ((!.«. 1700 j^o) 

SD^'^ SCPootaJ* «»S SJ'^dSao gSjJbcsoTi® iottSSSotaJ' ajo® 

“ajS SoAa «r>«SOdi>Saj«» SSJ'ipftg^ JSJ'jjJ^SSco^o O'K 

0'<?Sx>^o SdSSM^o S&Sj3C«JSx)^ £)ooS SPS e^g^c»S»^«i3 3S^afic3SajoJk> ; 
SoiSj "* 

“g^taePO 7ro*o^0 (C2c«sr»oifo «3'Sj.«<o 

£)c»S^OO“ ^<JSr' ssacp^e) <r»««j8” 

e9S'j^0j7T»:j)S t ^Sg?J'S.o SttSaao 3SjS-aajSaS^, SaJ'iSa -CSOcsSasogo 
«0(Ss»(«cSi>Sco ®S ■t>Oa«oeSSS^ SoSSai 6SSoiSSaa coaS ST't^SSag 

SsagSaaSS’‘s’«cs'eSao5* SJ'<>'eSao (g)So ?b (c>)sSa37V» SaoS 

SoAtfC^'j^gOSaa lijaeSSS j«oi!SSaa(et>) «s&S ijeo'a S3<f»0s»Oo 

eaaS S?iej®d3a€) 0'?iO'^SSaa^o SoA^dS 'dtaS&diooSjT^S «5^«J*d^«SX*Oot3aS 

e^ooaaS fi'OiSS dSat^oS.” (qg^cj.'SS*. 3 w-425, 426,427). SdSo 
SJ'C'diaogo 3oaS Jjo &S5* 

li SoAi#0O'^gCo€r® 3fc)^S ‘ST'S* 9ao ^6 S'^S.SSar»3®Sj^ 

9aSaS gCS'^aS *^«fcCod jSS'^g’ So^iS (ho^So ^SS'SS "^g 

tSia?) (17 9), »oft« ^O'SajOSaa OOo^lS «Sao«3»iS Sa3«0'a' (18-9) -&* 
«s©(^d5a'3^ ®SaS0o<3'0a. 5»S gSj^So^ Sa«a+3*a=SaCf»a «»S Sii&S 3!a^ 
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3. Since the ‘dSsaila’ portion of S.Ca.is not availabnle to us the prabandha- 
dhySya of S.R. may serve our present purpose. Many prabandha-s, under the heads 
of sQda, ali, vipraklrna and sSlagasQda are described in this chapter of S.R. El3 
prabandha is one of the sQda prabandha -s: 

‘Sl3 karana dSnkIbhir vartany3 jhombadSna ca 
lambha rSsaikataJibhi rastabhi^ sQda ucyatS’ 

(Sangrta RatnSkara. AdhyS 4-23 si.) 

It means SIS,karana, dSnkI, vartani, jhibrnbac^, lambha, rasa and Skatall 
are the eight prabandha-s called sudaprabandhas. It is the clear opinion of Cina 
Tirumalacarya that ela is padam and that as desaila it is Telugu padam. In Telugu, 
Pottapi Venkataramana kavi (circa 1700 A.D) in his work L.S. (3 a^vasa- 
425,426,427 ) mentions A.B. and S.R. and says that 5la-s are padam-s coming 
under suladi-s with raga, tala etc.^that padam-s can be composed in regional 
languages on the authority of S.R., that the first 3 lines are called ‘khandika traya’ 
with ‘pallava’ and ‘upa-paUava’, that they should be composed with matrasamaka- 
‘pa’ gana -s (gana-s equivalent to 5 matras each unit, without restriction on the 
placement of gurus and laghus). That a padam comes under suladi-s is confirmed 
by this. 


Kallinatha’s commentary on S.R. says that the word suda is an 
indegenous (desi) word connoting a certain group of a particular type of songs 
(gita-s). Vgnkatamakhin, the author of Caturdandiprakasika (17c) and Tulajaji 
Maharaja, the author of Sanglta Saramrta have followed this opinion. But in 
Kannada there is a school of thought which splits the word suladi as sulu+hadi 
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aj^^oST^OSSsS e-SJ{j)^«^y6 SS^ioo &oQ. 
‘S0^c»dS3’ o'^ 3a®eo d*?! «?'7S*e»?^o §*oi3o iPt* 

2^5 d«4oe». i^S, 5 SjS^, {iP'SSo, iS^oa, |®«^to, wS, £)S«3n>^o ©"S J)aj 
arK»«aa^«pc»e». ■»<ar»<f»c55oa5 sr»oja ■a^jatS 5r»‘S«ji>s»«3bOo 

^fr»acr»«si)eci. sp^scpcssjOj, j^eoaoa»a{36 ar^iSseo |sa©iSo^SS>a a^a. 
sjS gaj^tto^s c5»a^5j*«r'^aS s«^e)ou»oj. aoAiJ«’^o^ ‘a^dar»€)K’ as^ 
saaoOo ‘^o?^’ ©ccooS. Saaoao ®<»3 o6. 0«o 

i 7 >^ >e«aj^a (SooC5»e» ‘^oK’ «g ^3»a0^o5® ar»e «goSJ^a 

!?• aj^aatg s^asdooa. sjos -^scpcwas ‘a©’ a«p a^^oS* 
ar»i:go. S)«p t&SbH ®'^e6oS^ d»osj "Sjecin* aajjtto ssaoesi. 

‘Jjer’ ?«o ‘'S’o®’ 5goaoo& a-ojoaatio aso^o. s®S3 ®oo 

d»a«ao. ‘‘S'ep’ «tj«as soao gaidJ'as© as»eo;3« Secsssafta a^s^ss^iJo 

CD C*> 

©a, SO^p^Oo esa «9tge», ^ £<S as '&JSj§r®S. be;® [auciJo es^a^oSo 
®a^ aoaajg). ‘a©’ ^fgofi^a ¥s^«s aoa^^isip’a^ei^s^ejo a© 

a-c^oa. ‘a©’ «)';5a paa sr»a? sga^a sajjacsij. ‘a©’ Cl'S "acod* aoaj^^d 

s^aeopj^geo^ 15 aoao^ : 5 )^a s-g s^o 6oa. &aS a-ss-a-a-csss «cy<>©o. 
6 e^ooaja d&j®. a7®paosp^ 19 e9«§)iSboa. «}^ aoaao^^ 9o3?t>^ esa^sa 
*?}©’ es'^"&o>5^ 3ap^aj. ?^CT»©5 a-es-a-a-a. SdSiS^a©. ar»|^o a©*^ 18 
«^^§)^jboa. a^dga *aaa^ 5-8 a^a ^oai c3i>«fco5 3a®^aj. -^3*0 aoa^^is 

ssj«e«y»^g8o^ aaetoo ‘dso’ ko© spau© a«8tr»uasfe8aci. s^ocapj^go©^^ 

?^oo 3a3?b€^ «5>a^ga "^oj 

a£!®a5 ^©ax® *-■§ a©53 ao©s^, a^&dsa, gos»©, (aojjpip^ 

e-2a®©5* apc®©a adSsaio 6©a. ■a4aj©op^ai©si 18 ©^s^op©? 6 ©*j»cdo. 

»SjSS 3ija te.e3< &So 5-SCS.j. «,£>«» L^^gs. 

a5^s»ax*oaaaajj©a 3a^8;)a©a. «)©ai^«s a^2§) 6c!®don» 6©oci©a. ‘aa?’ 
«s'3 paa ^cgaS a^, ajsig, 6cy»dtJ esl^eoap^oM. (DEDR 851) 
a<>a33^ &oto a^a §*oa. a©7P{Sj «sa^^ai a^wa ^a^^ a«aa e'C©. 

a©* ^sjpaj ajioj *iKa*©aao e-gaao. 3©aaaa©: «saD^o€^a ‘dsjp^’ ^o'iSj 
a©7T* aj®5oaa doaaas^. ‘dip^’ paas»©jj) d©[6sjpa^©. ‘dpa 

8^ spgb ■a«fcPa^©5* n»ao^'^ja3P03. ^©©g^a ‘e*a®^’ a^c© «»a©a'fS>aj 

‘csiPcp^csS’ dsx®^ jT»a^©5® a»aa ‘a^aS"’ sa^a s«cto. apS> 

«s^o^ a^)"?, gj6©a, ajCoaSj, 3c5ia^, ap^ p'S^g asp’n'ej^p^cas. 
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with the etymology that it is ‘the easy way to attain bliss for salvation-minded 
people’. These are longish songs, different parts being sung in different t3la-s. The 
seven tSlas under sQlSdi are (1) dhruva (2) mathya (3) rQpaka (4)jhaihpa (5) triputa 
(6)atta and (7) 6ka tala. In Kannada,Sripadaraya’ was the first to compose the 
suladi-s. Vyasaraya and Purandaradasa have popularised them. These songs are 
said to be characteristic in dasa sahitya. In music the word ‘ chayalaga’ has become 
‘salaga’; ‘karapam’ has become ‘kaivada’. Among prabandha-s there are the 
‘salaga-suda’ variety. With the proximity and influence of salaga the word suda 
also seems to have changed to ‘sQla’. Let us consider how the word £la belonging 
to sQ^ group could have been derived: ‘Ela’ in the sense of cardomom creeper 
cannot be the name of a song. It is easy to say that the word £la is derived from 
the sanskrt word ‘heia’ but the meaning does not fit in. The Sanskrt word ‘ hela’ 
has two meanings besides being the name of a particular river. One is emotion 
inferable from the movement of eyes and eyebrows; another is repudiation. These 
are not suitable to indicate a song. The elongation at the end of the word ‘£la’ 
may be the result of naturalising into Sanskrt. One can consider ‘613’ as a Dravidian 
word. In Vrttaratnakara of Sanskrt prosody there is a vrtta called 6la under the 
15th chandam (metre with 15 letters). Tlie gana-s for this are sa-ja-na-na-ya. 
(HV+IVI+ni+III+IVV); caesura (yati) is on the 6th letter. The number of matra-s 
will be 19. In Telugu the same metre is called ‘ ila’ by Appakavi. The ganas here 
are sa-ja-na-na-sa- (HV+IVI+in+in+IIV); caesura (yati) is on the 8th letter. The 
number of mStras will be 18. Citrakavi Peddana, another Telugu prosodist lays 
down caesura on the 5th and the 8th letters. One cannot help saying the ya-gana 
given in the V.R. in Sanskrt is a mistake. Similarly the name is given wrongly in 
Telugu by Appakavi. As a matter of fact both are dealing with the same vrtta . 
There is a rule that ‘£la’ must be sung with one of the four tal5s of manthya, dvitlya, 
kamkala and pratitSla and they have just 18 syllables. With the gana-s given by 
Appakavi this can surely be a kind of ‘£12’. These £la-s are said to give dharma, 
artha and kama, both to the listeners as weU as .singers. So the subject matter 
will be of exalted nature The Dravidian word Hu means hei^t, elevation, exalted 
position. (DEDR 851) Himalai means a high mountain. Eluru means a town 
situated on an elevated place. This is one way of interpreting the word 612. Another 
way is to consider the Tamil word ‘YAAL’ changing into El§. ‘YAAL’ is an ancient 
stringed harp-like instrument. People of P3nar community used to sing with the 
help of this harp. The original name of Jaffna in Sri Lanka is said to be Yarp2nam, 
a village or place gifted to a p2nar who sang beautifully with a YAAL. There are 
regional divisions called Mullai, Kurunci, Marudam, Neidal and P2lai in Tamil 
literature. Each region has a music (pan) of its own: MuUaippan, Kuruncippan, 
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e-g »oA«o (sS”) Ao&: SS»^S^5', g»Ooi»^S‘, 

cSd&jSgS^B* , iSdS^fS^35" , ai^^a^S. eElT*^ S^CS^o vtaif^^iS ft»d3r*^^o<l®o 

3ofto»3S gj-»CS» d^^ciSj^, gjdo-adST^, 35Cbd5d3in>^, ^cS>0© 

c3ir^. 3)3 |d»63 0ao©3ofttfofi^^ & 0 A 3 g»r»&^, 3eS335?Jd»^ 

gp^j^ "cSaC*^ «»& ijaj« 3oAd eo ;§)CP3^ 3© 

?®<S335 w3530o0 |A3o ^S«o^ cSS7^3ot3, oXdT, (Zag^) «o(6^dS^ 
6olSa. So'&OdSsS' ao(6sr»a»^SS ‘w^’ (al) *»a‘2»&. -»«j 8^ tT'ej^^SdSj' 
^^^3? dSr»^3ot3 5*P5'3. g*7i» ‘dSr»^3«t»’ ‘J5e)d»oA»’ 

3J^ioo aj«)«3j33a5j. Oa}«o5^3 ‘cSSj# 3e»«3^ ‘Skwo’ »co53U5n» 
37®co^v!oa ^oijdoa. ” 

«< s>«7» j3t30C5»e» (1) «ae) (2) Sr»(3o (3) 3'3o (4) "ilo *»S) 
iO^eo eg»eo. wottjff* ‘^lo’ 3igo 5 e5»e». *“ 

A 4». 

‘glTJO 0*40 7rc»0|a p>3«r>3«Oifo ??’3.<SSr* 
t»a« 3o3 35oa»a of»«><j»’ II 

(3oA. 6 o»j^. 4 - 114 ^) 

(tr&h ■3og4o0350gSD jKoao©^ ‘S^jg 35^33 ^go 3©n»^a'5a 3^^o) 

«&3oO®^o«J3&^3 «»3>(^3«»otJ*oa>. O’"©}© C3 

aa»83don» 6ot»oa. TTd «3sg|^3e» ^gooo» e-"! 6oOooa. wo(a€> 

^3’?<33S*€)5* u»r;»ogo5* C3?7*5®d^oo7\» Aooooa. p»S3o (^33Pdo7? 
«3J^^3Cd*i<^0n* &otOi>oa. ** 

4. asa JSo^e)5* «9oog^a^3^ aao»0 ^as»33t3 >a>f!>3^ 

gr®a3 aoasj^ **5)5°* 693t3a>aboa. s^giocr* «(§^o 3o^r*^adS3 

3jo5»a ?baie>3wJ5)e) 3^ dS^S 3od^o-53c33b330 S»3 ^3a ®o^% 60^ 
(^i^orTO^aca^oa? ^Po3d'S>) e^g^ipogj^aj^ k&s> ‘arasa©’ esi3oaj«fo©a. 
ao5®e3a'^3 «(g^cr»ogr»5jj, cJSj03<33;>3j©, «ng^C3©^c3cJS>35© 6©’Sa ‘Soa 
3a©’ c$3ua)«)b©a. * 
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Marudappa^, Neidalpaig and PSlaippaij. Later on the instrument ‘YAAL’ has come 
to signify the regional music also; PflaiySl, KurunciySl, MarudaySl, NeidaliySl. 
Tamil musicologists say that these are but the cerupSlai, KudippSlai, Padumalaippa- 
lai, and vilkarippSlai of ancient Tamil music . According to archaeology there was 
a ‘YAAf like harp called ‘Zagal' in Greece. The Sumerian harp was called ‘31’. 
YAAL - like harps were discovered in Egypt and Babylonia. So one can say that 
YAAL-p3ttu could have easily changed into &lapp3Uu, SlapSta. The change could 
have occured in the same way as ySru (Ta) > eru (Tel) meaning a river. 

These SlS-prabandha -s are of 4 types : {1) ganaila (2) mStraila (3) varnaila 
wd (4) dS^a. Again among them dSsaOa is of 5 kinds : KamSta, LSta, Gauda, 
Andhra and DrSvida varieties: 

‘kamSta iSta gaudSndhra drSvidSnamtu bhSsayS 

d«3khyail3 budhaih panca piOkta manthaditSlatah’ 

(S.R.4 adhya - 114 si). 

(Obviously the sloka cited from Pottapi VSnkataramana Kavi earlier is not correct). 
KarilatailS has alliterations in the beginning, the middle and the end. LStaila has 
one rasa only without any gamakas and prSsas. Andhraila has various gamakas, 
ragSmsas bursting with rasa and bhava. Dravii^Ua has j^reat bhava and rasa but 
without assonance. 

4. Embellished by various letters and expressive of various meanings a 
metrical compositon of 4 lines or a stanza is called ‘vrttam’. 

That which is not framed-in like a vftta, which has no fixation of number 
of letters or the placement of gurus and laghus (stressed and unstressed syllables 
in English) but composed with an eye on the expressiveness of sentiment of letter 
is called ‘cQrnapadam. 

That which has a composition of prosodical frame, obligatory caesura 
and fixation of number of letters is called ‘nibaddha padam. 
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Kon »o««S€i^C83iS2SJ^ 

A * 

SOtf -iSoeSoexi© ^ 

SodS S£5«SS JK5?J*« 

SSsodSsS) C5i5^(§<3i7* (SSSiOsuiS ^C?i)5^ii 

0»iigSd^o 3'&^£T»d3od5eM®l SdSSStP (S^^SS SotaoOo-OiS ^od3» S30d 
3 ©d5iSSP>S SSiJ^o i5D«^^0c9O ^S1S> sr»d5oe5a8€^S fk^SoeSsS d«o»e)d3iOd5i 
^S^^SooiS •Sd5JS30(O««)^ C56^|lcSS7'^« dSjj^SS 5gaJ*ifooa. 

ojo^i "^^oi^oS® SC>0O»S'^i3 ft^^^PSoS* eJiS3®^JSjcJ3i5^iS3e» 3!b 
JSr»j^i3 vPejdSi. ?r®3oiSjS d^a^exSSsodii iJS^^c® w<5C^0dS>e» 

6o& ^OSJ^0®cao. ©ePT? ^o5®eogo7V» tocJSofij^iS S<336Jir«e» 

«<oS^SJOCr» gS)«J^o 32>^;3oiS ^S^»^0»^3 <Pe)dS5. ts>& $«2Sa^ol^5'aj 

^ar»^4J^g^;3 SeSO-aiSr?' 4^^'& Wg:«p{5i3i3 (^^on» 6o4 ^0gs5j*ifcoesa 
®?)(>dS50. Sd5^2JJ)e» -^a&oaJS SdSgSa 35S^€P^iJ^g"a3 SOCP^a'I 

Se^SiOdS^ sa wfti^dSao «55jS)oCSiS«a. ®0*T! gdSj^Cbco «*a 

do^ d^cp^-C5e3«ai»a'l go^^oa'S «9?)|^c3i>ogr»e 

«^So^d5«^. 

A 

1. ‘sao’ eso"!? d^o ®S j?iJ>o-ci®© 

( sds;idS5^o)- 

2. ‘-dSoaS’ sj’ugj ti«o, rtCTdSjc^^dSjoS* sae-sss^sj 

3t>^ >^tSo«^o «»» estpew. ‘sasix»e-qjoa’ sS5;3^5*u adse^sjp 

3oa;3 5-C3SP^gSSr»S^ £f^ao^ e^E» «0o. "Sofi^d^ao 

as5d5 ‘-CSoaotX)©’ ©;3j^-5®o iScPoS® ©a «5>0o. 

3. ‘dse^o’ ssposi ‘»o^o atsS© ads^*’ (©Sj^otS^ aoo^a) 

©& ‘^cSi>^2spO© dS5^«’ (eSbo^tf 2§p^'Sa) ©» 't>tSS^&& 

■a^a ad 5 ^o^ WCP 50 a^oA» 60030a. "Sao (1) so>« (2) ^s>^«o 

( 3 ) ttOcj^go (4) 65aa.S^ ®5> 4j7«n*«>3. S)t3 €^ I^Sp^cjo c&edSpnoa 

(giS3^© 3^t3s ad3^«3*&3 ^gSS7»a^ S^oa. aotj'iSS^a SS30(^e» 

lS63P?^aSS3C3l30^ Jt>d530aa0?3SS ©a®a^ Ssid^OM. 

V. a> oC « 

-gi'Sds le^as'^a «scp^a^ «p>6j a^oort* -aojod a«^ao ea3Sg^d'^a 
‘j^o^tbsspoa’. s)a gcp^-dsdscpa^^ sip'^«3i's&3 as^^ao a© ■g<-3'^oa6¥^ss3a 
(atheistic) S®oai5otJ®d53. a^a^dlP“5o7T“ '^ao 

3^oan» dS3^cssr"7vaig«S3S^oa3 S'&jj aagao^ao aSs^dJo s»atpa§ ©as»so 
^dS3. s5?4ao^a ■^db?;® aa^ga^ccoiP ‘©SJj*"d^o’ ‘©d^^o’ 
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Verse 19 


Tr. Among all the poets ilie poetry of one who is ignorant of the metrics 

of Padakavita will be inferior just as the ^arma-kriyas (religious rituals taught 
by Veda) of one done with Vedamantras but without bhakti iitthe Feet of Gbvinda 
will be inferior. 

Com: It is not enough if one performs japa (repeating mystic syaUables) 

h5ma (sacrificing certain substances in the sacred fire or water ) and yajfia 
(scrificing certaince substans for certain gods) etc. with Veda mantras and rigorous 
acara-s. It is only when there is devotion (bhakti ) to the Feet of GSvinda that 
the deeds of dharma become meaningful and the best. Similarly it is not enough 
if one composes poetry according to prosody and without defaulting on ganas, 
yati and prasa. It is only when it is hymnal, in praise of God and a song (pada) 
that the poetic composition becomes the best and meaningful. The fact that our 
author opines that padakavita, deprecated generally by versifiers, used for hymnal 
purposes becomes the best and most meaningful poetry may be noted. Again the 
opinion that bhakti,generally deprecated by ritualists, makes the religious deeds 
best and most meaningful, may also be noted. 

1. The word ‘pada’ here has to be understood in the sense of a song m 
praise of God. (Pada-niryukta). 

2. The word ‘chandas’ carries three manings namely v6da, prosody and 
freedom. The phrase pada-marga-chanda means prosodical rules of composition 
of padam. The word chandambula at the end of the second line means vedas or 
vedamantras. 

3. The word ‘dharma’ has the etymolog>'‘ sarvam dharalTti dharmah ’.(that 
which bears all) and‘ dhriyatg janaih iti dharmah’ (that code of conduct taken on 
by men). Here ‘dharma’ as prescribed by V£da is intended: that is in the form 
of japa, hOma and ySga. The SeSra in Vaidika dharma is rigorous. Veda is in 4 
parts: (1) Saiiihita (2) brShmana (3) Hranyaka and (4) upanisad. Among them the 
brahmana teaches the performance and conduct of kratus (sacrifices). The mantras 
in the samhita reminds the performer about the meanings that he should remember 
at the time of the performance. Jaimini’s Purva-MfmSinsa is the system of 
Philosophy that discusses this ‘dharma’ enjoined by Veda. Because it teaches only 
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es'S sjS dSe^cjon* &5 j§*£S«?7»«j»co. 

^ag iSQ^oS^ ‘|«a’ ri® SS^tjdo'^ ‘ijs^’ esSSjoCSjSaotoooa. ao®^-c5e 

€»oS^ SC^©d^o<5* $^Sr»cr> esSS^O'&i. se^Sdjo, ^SKSSd^ol^So 

3c5ap SDtS^O !j»;32Sc»oOo^_j^Oo SSjaSS. S^SS5*0^2i3f5©S« iSP«o€^ 

aO'^CT'o «3SS»S8 SCSj^SSjCSs’ esS aiS^eyiSo esdA^S 
S>SS7*Q»Son» 

S)5^acp^CT®o d'ajp sae* 

eJSsa^^ ^ott6s»<g^o a2^o'6jaj^os^c3®’ii 

ts'^a ge^iiP'S'aas t»ejas» s»5e>lbi5 55S{i7®s‘^i5 «5cf®^sj^ "SotSa 

3§^;3j^a. sal ‘s£scs§ ’ «>^soo. gss2^.<3s>ofi^ wa a2«ir®s sac 

aa. go^esa sa^dsoo^ ^f^soasatsl,. aoaas^ d®a®os 33^00 

iScja'^. ' 

V o 

4 . ‘ 0 ^’ ©a^^fSo j5«3o«JfoOc» - 3|g«D 6 otJ« 0 j. g3og ^a 

3^« S«^3^€P33cSSP'cJS»ogo 3 m9p^'^ 3 jJ^^y^coTT® (l) S'Ca 

^l37®(0®e»'^2) ^o&o^ i3^3Lr»(0®eo ^Jjcgeo. {ir®3/r®^^3Da ‘d^^fco SSseS’ 
fi^a^oa. ssja53j®a3303^6 ‘j55,o^csa3o’ ^^!i.^5 ‘oa ^^o’ >oco 
?7®3on®Ke) 6,g 03on» SOJ®Sj^oa. 3o3^^iS j?!o55®eo. 
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the ritualism some people say it is atheistic As „ 
vai vispuh) the system of philosophy that teaches about th^^7d^'^ 
be atheistic. Though Ood is not dirlcUy Ik It*‘ 

of 'aparva- and 'adista' are expounded here. These concOTtrirS’ 
omnipotent God. What is described as Ttaddha’ (earnestness^ in VM,°db 
be called bhakti in ordinary t^s. In the pertonnance of vlladh^a bTaltTS 
also reflutred ^ong w„h ntualrstic rigour. Our poet says ritualistic rX 
bhakti and poel^ which does nett praise God ate interior. In the prol<|„ro?Vrinu 
Sahasrantoa, Dh^aja asks: •KOdharmab sarva dharmiMni LvLh paS 

fflSma r^Ites!* 1° yoor considered opWon?l 


‘esa me sarva dharmanSm dharmOdhikatamO matah 
yad bhaktyS pundadkaksam stavairarcennarassada’' 


(Man should worship the White -Lotus Eyed God with hymnal compositions 
with bhakti. This is the best dharma of aU dharmas according to me). This speaks 
of bhakti being necessary for the ritual of worship as also the praise of God as 
dharma. Kavi and Karmisthi ( the ritualist ) both need pada-bhakti. In the case 
of the poet it is hymnal composition. In the case of the ritualLst it is bhakti in 
the Feet of Gbvinda. It is well known that prosody is described as the Feet of 
Vedapurusa. 


4. The concept of bhakti implies the duo , the bhakta (devotee ) and 
BhagavSn (the God ). So this is a practical discipline important to dualists and 
visistadvaitins (1) Nirada bhakti sutras (2) SBn^ya bhakti sQtras are well known 
works as bhakti-Mstras. ROpagOswamy’s ‘UjjvalanHamani’ teaches Krsna bhakti 
exclusively. MadhusQdana Sarasvati’s'Bhakti Raslyana establishes ‘bhakti ’ as a 
rasa with ‘citta druti’ as sthayi-bhava. These works are all in Samskrt. 
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Sou 

gA©c3ficoC©^iS^.^O<33MC nocft^o-DJS^C 

^&aS:>ro SSt»^g cJSjS'o'' 

g^Oc«^®i>di>oK aj?b© T^&otsiSei 20 

«r»ii 0e3oe5 5 C 3 ^ spas es€)OS»go CSiSs-ar^Co io'SotxT?' 

«s;s 6^«o vSg^n* 'SC'SSiS S«2'0»esj. «9ePS»S«ioCS» «)3 *o5^o 5* sseso Sr»aj^ 
SbS^OTV* 5S§)jo&®e» S'SjcJSjSP? esoas&tSoO^iSS «s<5j^d3ao. 

sesecsjsS^ gr»a «i>e>os»e-5ai3«r^cr>e» ^oo'oS), 
aess^ ^oSiS 5P2*«paS)^ «3»oS»Co5* gr»0j^ w g^d SSS§)^o2r6e» 

s®§5oS» 6oJ5i5S 2S oo<So - ©©"ta SJXSb^ Soft 

- {Sooeso. g^«sss» «»oti ss«sjso, goa g^d. ssaccs^s^ e^oos^e^ssocr^cp 
esjo"!)^ gggi Sba (success). «9oos»eo »otj tfotSo SdSj^o; «>©& = 
■CP05 w'^ouin® 3cSa^4oo; ^o«Sgo‘t3 tfoiSorp ziQ cp>&^ 

6oa «saS>o5t34.« 3figci^ao. wo£3®aS 5oo »©og6o-vStto «p^ 

Q-CS^ ge:poos»egr»Son«cS5 «»?:p©o 5«C Qp>Son»ac» saacs^^ 

lSx)!p^oTP gP’S'^tS g*PooS*0o OS^gjoc® SSaSiiii>o&. 

^©aa^dSio ■3a'l5o»ab^’ (aoA. o<r»^. 4-33) a}<p^a7v> £)«3»jSDoa 

ei^C4©. «»(P«>6s®CPeu® 6 ©SSS^Sjj. d®o 0®gb^gj t»53®0$P'«lon* SSiS^ 

‘jS7»<ab’ K^ag gs^oS»CPa^ ^^C3®^3^o. -CSJasr^O© «9<t)(>dSP'aj^ 

geoKSSiSjj. esC^SdST® Sdd S»SCS>j, «9iPo©s»gSSjT» SfJSasj. ^©a 

c^ass3«r“j^o®€» ^221*3 «»oos*0(SSr»Eja© ?5a©:saj. Kg^©5* ©a 

js^^2®eo ®ca36{S3ifo©a. e>®tfg<5^ 5o«©aov)a caa «»ox>^ stS 
g^ ®s3*©5®c ao®is© ^a5§*ssa© ©ssac©. s»€>c3“a®a JS3j3*g3§)eo gr®c» s»a^^a^ 
Si^dSr»3»oS»0aa®So ddSo^© 0?ia'3o. isa ®«J*©S®CPfc^ CoOj'SSSagxs'lj'^ 
^dg^ cr>ao;3a^ e7®a§^g© (emotional sheath) 0'S^©a»cu?b 

cptso. ■gga‘1^ t{5i. ?}©fta? ItS^ ssisj^ga t>t^ ‘■37t5S‘'lsc€>t5’ 

(Negative capability) «a a^SS3®5©or»iSi. ‘^iss'&iPdSr*©’ CJ®«*^cpa^ 
uO atSo-cao $1^; ©©"ts 'S)£o-aju «a«?o©. «93’©s»o© aaoigxs'to'^ 
>0^ «is55£fc©a. aag^ «a»©5»eo ssaeoS'a oaa Sdspgo && 

tSsS^iP^d^g^a daa gaag eaa 3dSr®^ esa 3a;^aooaa^©a. 

1. aa^^>e©<s©e^a - ‘saaga^©’ ‘^atxsao’ 

t}&©a. 3)a g«7°gaaga a©©©aoa©a. gixr°a^d®a© 'acoata &©^ 

s®g^5>aa 2^©aa«ptso, «©aa aa'ag'Sdaipjij ©a s®go©c» ‘j^taa^so’ 

©"3 ©g©^ gr®o® «pasa&©a. ©an® gd®gaa^ ?aag©Ku© s»g 

j§)o^©gr®c!® a©d®a©aaga©oajp^aaj^ar>o. g^s ©"^ 26 a©aaaao^ 20a 
■cs©o®asa "ioa. 20 «^cF®©^ao 6o^a g'^d-c^©ao. 
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Verse 20; 


Tr. If the composer of a krti hymns it with alamkara and camatkSra 

he will becom^successful. As against this if he composes with haughtiness would 
he not become a laughing stock? (certainly becomes a laughing stock). 

com. The authorsays that even a hymnal composition like a krti (padanj) 

should possess the attributes of alaipkara and camatkkra for the success of the 
composer and that haughtiness would make the work only a butt of ridicule. A 
prabandha means that which has the best composition. A krti means that which 
has the workmanship. The composer attains success only if the composition has 
the attributes of alaipkSra and camatkSra. The word alaiijkSra means beautifica¬ 
tion; beautification to the point of saying ‘enough,we cannot further improve it'; 
to the point of making it appear highly satisfactory. Satisfaction is the result of 
this beauty. This beautification in a composition may be in the form of ^abdSlaipka- 
ra or arthalai^ikSra (verbal or semantic figures of speech ). In a pada-composition 
verbal form of alliteration is incorporated as a rule; for ‘anghrau khanda dvayamsa- 
nuprSsam 5kena dhatunS’ etc. is the regulation for £la prabandham. Arthala:^ara-s 
also can be there. But since a musical composition is the ‘matu’ part of a song 
coming in support of its ‘dhatu’ verbal aEiteration is more important. Camatkara 
may be experienced by the mode of expression of an idea; this may be arthakriya 
paddhati or merely a semantic figure of speech. The purpose of daijakara is not 
served if it does not result in beauty and sensitiveness. If one composes with 
haughtiness his work is sure to become a laughing stock. It is well known that 
great poets like Kalidasa and others have deliberately expressed their humility as 
a mark of shedding their own haughtiness. Only when an artist sheds his encrusted 
ego then only will he be able to enter the emotional sheath of his subject matter. 
John Keats has called it ‘negative capability’. From the verbal root ‘ bhaja sevayam’ 
is derived the word bhakti which means serving. Only when haughtiness is dropped 
will bhakti be possible. When it is said that the composer of a padam should first 
shed his haughtiness and then compose, it is tantamount to saying that he should 
compose a padam, which is in praise of God or Deity with devotion. 

1,. The word krti at the beginning of the verse is used in the sense of 
padaniryukta or prabandha . This pertains to an artistic composition. The word 
krti at the beignning of the third line is used not merlely in the sense of one who 
has obtained success or one who has become successful but also one who has 
become meritorious with ‘ punya’. Again krti is also one of the 26 types of metres 
in Sanskrt prosody. The metre with 20 letters for its line is called Krti chandas. 
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2. w>S>+^+4i-<3‘*v3 «»'^otxn* «»ottAo^oo «»«>o^d. 5*S 

StS^v)o^ 5 t 30 SgjO. 5 J*o<S^ »^Sn* S* 03 «>fe;S«J»i 5 j S* 5 tx>> &j&S 9eo. 

•tf* wtJOSKJ'o »o3^n* tr»SJ*^. is*^ J3o<Jon» \3^ 

*oGr*®. ■3ofi*«»o«o zfS as«t»f*a J3««» axIiasS's^iM aocs ^kJS>«^oSj* 

6.*>jjd5o Sr»Ci^e3S»® SiSj^SSooeo s»sr»0). 

3. -aasir^tso wiSa e-ssaj^aj >sy^rs»^ o^o^esoTv asaso ad^^ftaus 

3*auo. ^ :su9as*ao€r* saosaa*^. «»otox>tj*ax>. 

ts^sis^a tA^esosso aaaj^ easdsssar* ad»ji53<sr» a^ao'Ss ■aaxr^iso. 

4. «»o'ta CPSPttsoSo SOT^ ‘iCc) d3a5^a>^ vo'ta 

ota© So sbH (Sd;^. feosoo «a^;S)iia <s«ao<aba zpcs'O^s^cr'^dSioa 
3Sj^ttc «a ss»<p^j^d5)o. 7s»oito^^cF»^iS5«)a5 js^o^tso (?bc»l^ao) «»iSa 
7f»CP^j^dS>o. 

5. «»a*o^o - ‘^Ss’ ijpao®^??© aoo. ‘w3»o<r»’ «'5a 

(lam) aMoscsa^ar'o. 

2«aar»!Sr^<3S.ofi^ «s»eo ■ax>ds«»s'a a»s»«5o jscsswio ao;joa> aapatoo;!!) 
SasHSoS* SS)j*h'£'^ ‘v<iS*&* tf!^ikio&. ^ 50 «n§j^cr»©- ar*«JjSo-5r»'<5^ 

s^5»^a •asea^a ;5)a«)C5oe «»a 3>a>. aoaj^g© 2 .®^jS 

aar'a'e'A} a^^«a^aa »a(><js>o. s«sr»jo»a ^^«o -tf^aaoosj aasw^Jj^. 

««wa»o5»0o a»6j5»a*os»i5aa D'8sa»3»os«$aa o»a>a»os^aja aor'jij 
os»«». cr»tsa«r>aa»3^s»cp>^ (Ka^cp©. 
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2. The word ‘alaiiikrti’ can be split up as ‘alam+kr+ti’ meaning beautifying 
to the point of saying ‘enough’. But beauty is a concept difficult to define . 
Satisfaction, affection of the beloved are its good results. These embellishments 
are external hke anklets, bells etc. but they have to be sparse and must sit weU 
on the body. The second point is that they should not appear to be deliberately 
donned but that they must appear casual yet impressive. 

3. A sudden sense of expansion of mind felt by the perceiver is called 
camatkara. It may appear in a flash of brightness on the face of the perceiver. 
We usally refer to it as ‘surprising’. A sense of expansion experienced by the 
perceiver at every step on account of the prettiness of the composition is 
camatkara. 

4. Kirti is the reputation gained on account of one’s generosity and 
p hilanthr opy. Reputation on account of one’s own personality is ‘ yagas’. In a 
hymnal compostion praise of God’s grace and generosity is the important idea; 
praising of other qualities is secondary. 

5. ‘ aham krti’-is haugtiness contained in the thought ‘I’. Ahamta-is mere 
awareness of one’s self; it is just that much of awareness as we have when we 
say ‘I am’ (asmita). When all the alphabets starting with the vowel’ a’ and ending 
with’ ha’ are signified with these first and last letters closing it with ‘m’ it become 
a-ha-m. The fifty Sanskit alphabets are said to embellish Goddess Kali as a garland 
of skulls, according to Slkta tradition. The hymn Karpuradi stotra addressed to 
Kali is the most famous one in this respect. This . ahaihkara is of three grades 
calied satvika, rajasika and tamasika. Only the rajasa and tamasa types are to be 
considered in this verse. 


64 


9 



21 


iliAiilbiaieD vST'c^^ S&Sfiotu 

ff*4SJS |oc3y»S.g^S 

>Oi3;Sa2.^3caMsCS5 S)»OSn»a 
%o(pC3*dS>ota TiwcKS 

Sen :SC$C3»fSoe»^ 

Jto03a»»ss»;3'^»ca®!b§’;s5 g3Se»s»^ 
abJ6r»JS^«sS* ^jy 
tt>Oa*og^« gs« S*0C6*c»o^^ ta«55<r 22 

AAii g>o|aa*<5ir»«d ^^*j»a5c2a 

asiSjt#- »d^s«<3S» :3ks'^oia»!S>ss» 
wSdSs iPoiS ^^‘SogtJ*CS?55fo 

^secssswoj KSs iSjjSi^jWjOo ■:&5o 23 


crii'dOdSsg s»©jSa^t3S Ibtx^^S lbgiS^6a5® cyS§ ^bs3A«;5i^Sj^D»»a 
n»a, ;3£iS>;S iy>»l5rs»S, SttSj ^S^oS^^oa. »o0n»d33o ‘deoSoS^a 

3©ajSr*€);5sy» gaacogr»a 3 i« 3»T^ ei§cajs»a 3J)N^jyS^s»a 02S«5s» ga«J'^s»^> 
d*»j;3^oa. (21) 


^JSO’SC^S^tto SS«A®S ?b&:J§)5*t3/boS5®S) g3;Sr»to«D esSS^tS^^ 

dSx'iS Z?«y»o33. «»o»3eaa3S®5jott 'SlS 3^;$^ 353^J3ga3 5*i5^ ?t>o4o^ 


sso^otJaa 3©5)SS jy£5ou»{b. 


( 22 ) 


So^SC3»d35^^o go*Pa> 3S)^iSg2)3^o ‘SasSoo^O'ejS* ^SS3^JS 

i^ifooa. ^g'ta^^QisS . d'aacy^o33eoJ5uf®cy^§ eeyotJ 

■CT®e». 'Si'i JSio^tS ssSo 3di)^;sgj^M^iSj. (23) 

iJ»^i ■&« Scy^co So^Sa»cSir®^§ 6o^ ^lyjSasjP^S^ 3^coo. esajaS 

<S<yKj» ?ti03^ aso ■Soar* wePotSsyeSo 5)0(ajydi>^ao ^Soojy 

3'S)^ g©3^o (D<y la) il^oS* 5*© sSa^o i3^oa. esa^a) S*g3®ca5;y 
?bO)2^a«5*S 'SsStT' (S^ao 2Son»a ao|ScycSi)0 3ea^§*g)OG« 3'*5^jyS 
ga«^o «)oi:)«^ ar»^3o ;3cy^*j:§>«&oas aocsa^o 

35;^oa. aooacPKdoTP aoja ^aoS* gaa^o "Sa a)o(ao3^ 

aaT*ao77 aod ^a'ayjgogj s»oc»aj*«fooaa a)y£* sa^o 3^oa. ao^a 
cy<jS)a5'^ ?b5)^a.^aj5oaon* a-i^a ao^ao. «»& l^csi>a^oo. ^^<abaa^ cpo"!) 
cF^^ogj^o. »a oJpg a)5)o s»a-a3j. waoaJugorp acoas^po s»aa)j, ■2ir»^o 
5r»cy s»aa3j. 
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Verse 21-2,3: 


Tr: Though fired unwittingly a cannon or gun-pipe (used in processions) 

destroys either its target or the gunner or itself with a loud noise. Poetry of a stupid 
person, unacquainted with tradition becomes harmful in the same way. (It ruins 
either the objective or the composer or itself).(21) 

The words or utterances of a poet who knows the tradition through 
a preceptor or grace of a Deity, become nectar-like: on the other hand poetry of 
one who haughtily starts on his own (without being taught or favoured by Divine 
Grace) is only mud dug out from the mouth-pit, say the learned. (22). 

Good poetry by one endowed with knowledge of tradition will be 
as good as the VSdamantra. That itself will be an efficient tool in realising the 
Feet of the Lord, with no need to do japa of any other mantra. (2,3) 

Com: These three verses speak about the importance of tradition. A 

stupid person is not likely to have the grace of either a Deity or a Guru. The first 
verse delineates the harmful nature of poetry by such a person without knowledge 
of tradition. The second verse says that thou^ not a stupid, the poetry of one 
who does not get enlightened about tradition either through the grace of a Deity 
or a Guru will only be a strain on his mouth. The third verse says that poetry 
of one, composed with the knowledge of tradition handed down from guru to sisya 
becomes as good as Vedamanlra leading to jMna and mSksa. What is called 
sampradSya (tradition) is empirical knowledge handed down through a series of 
gurus and sisyas. That is kSyas; the future good: it may be worldly happiness or 
spiritual good like attaining the Heavenly Abode or even Liberation. In this context 
the il5ka found in Visnu sahasranSma stotra can be applied to saihprad5ya. 
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‘acpjxaj'sr® ssr»3’J5* ^s^iSso S6g©j|)«J» 

WCPJ5 (a<J5*5S6^^, «S£5^S^ 

tait s>2i*(a sy»ac»^|d ao0a»css3SeoA* ©s^oajo-cijS*^^:^^. 

f50^«»^o SJT'O* giixou So|aC3»dir*Sj^ Sio SiO|5C3®c3ir'S^ ^“iSoxSao'S 
3§l^o0. ga«^o€^a> aoA«o«^ai3 eo^. esisos s*t3 ga^aj is>t^ j^as* 

i!^®j ss'^eso^ o^so^ wAjtf^aoa, «j§^cpo ar*i^s'a^ao, «^«», aip 
e^erea, ^6S0 ^0 C®®Sj »ooo«5'aoa SToda© a'ScPco 

ii®dS}g»ocp saif^o «»ai^c&c da^i^gae)So^o&>. ■&« 

»o(»«3»dS3S a^a© 3»S3«j«^e» ^K©o®^;Si aaiKj a®*© s©a^^« «^t9 

jjioo*^*3o a'^A.orr* 6©a. a3©|^a®sa ^ao« ^sa^es© a© z^a jso 
sadj© n»a ?bi3b fc|^a.^3!b a»©4d^© a©a«a©a ga^^o 
3a^o©s*a aos»o©n» 5©[ae3»«£r«^. noiiy^ s*g)©s» a^dsj©^ 

•^5® a^oa x&a gad^© aT*^iSo <9<^£t3©aa &o^^& aa^©^^ 

ga 3§ia»^ai. ?Sao» |aa*ao a©n»a K3{5JaJ^«3•© aon»a a©(acj»dS 3 © 3«» 
ajS*aj^ J3»a eaa 1iesa3©{a aasasoixa^j^oo (A©«g^. a5©^«© ao3*a^o. 
aoj^dSa^aajiS® w oa*a^ ^aasa^arno. «»a 3©!ba;^aj oaasj f?a^ 
*L «C|^cJSi©. ■JSes^a^c&a© KsQiii^ ao©acr»K3'&> s»a a^dS 3 ©gj! 5 , 

©cjg© s^. gr»e. a5(p»aj^3Sje> ^a3ai*«po«r>©& :Sa 

ajo^^o, arsj^oidsj %cr>cp©30«|oa fSjc^^gos a3©^«3j©, «©go5^a 
a»©es«^a»o5 ae3»^ai©^^©^a TPoa© «♦ a©a«3^©€^ «a5a©aana. 

1. aojatydSjo wajj^^os '63*a^on» 3a^ej&©aa «s)a^^c^i)©. 

2. •i©gtj^^ aeoawoj- ©a^^aj ‘a»6*^ a^a-j'^iSJMj^a’ ©i5 J5)Coa. 

ar*_^ (%93a 8)0 (^^ttr'a'&a a3)g9 t!S)aa''©), ©©a® jd^cu©) a^a© 
3)® d*a^«)<5S)a)i)©a j?i*j*oxj*®. a^a©®ba aocj®©) 3©)a^ooi) ©©'fjavL 
gs*a^ 3©)^©aa ©®(^cJS)©. ”* 

13. ‘a)a>»’ ©•^ a)o|aa)a «e©. ;5)a«jOc»© ©TSa a)0(« 

**\^/o®* arno. a)©j3esa© 3d5)^to© ©a ©a©. aL)©(d!baS «ig^gc^ 
©a s»a adfed'a^a esaa©#^ s»a 6©i3)©a. Sdi>a)©n» tT tsaa©*^ 
ai^Spoatoo ;j)a<jOt» 3d3b^u© ©©u'O). 
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“sarvagamanSm acara^i prathamam parikalpitalj 
acaraprabhavO dharmS, dharmasya prabhuracyutah” 


Even Dharmasastra advises one to foDow the tradition of family as well as one’s 
own community. So is it in poetry or music. In comparing the poetry in the mouth 
of a stupid with a pipe-gun or cannon the author seems to have in his mind the 
following points: Vak is agnitatva i(vag arcih’-Brhadarahyaka upanisad 6-2) poetry 
without the knowledge of mafrk'a vijflana, the tattvas of letters, their poisonous 
or nectar-like effects, the astrological compatibUity between the poet and the 
patron- may become harmful. Much of this traditional knowledge may be found 
in the laksana grantha-s in Telugu as also similar works written in Sanskrt in the 
Telugu country. Poetic talent through apprenticeship and study under a guru or 
the grace of a Deity through mantrOpSsana have been the two hoary traditions 
in India. In contravention of these, if one practices on his own, such poetry, the 
author says in the next verse, will only be a strain on his vocal chords. Poetry 
by one who has obtained the knowledge of tradition either through a guru or the 
grace of a Deity is equal to Vgdamantra, says the author. A mantra is esoteric 
(sarahasya). SampradSya jnSna pertains to this secretive aspect. The idea is that 
the composition gets great power when the esoteric aspect is known . VedSdhyaya- 
na has ^ways been throu^ the tradition of Guru and sisya only. So is here. One 
can take note of the fact that Sifmad RSmSyana and Sil Mahabharata are treated 
as VSda-tulya, the Durga-sapta-sati found in Markandgya Purana, is honoured with 
its every sloka being treated as a mantra and Soundaryalahari of SiT Sankara is 
treated as mantra and tantra sastra. 

1. Sampradaya should be understood as teaching with its esoteric aspect. 

2. Vgnka^acalesu Caranamulu= Feet of the Lord of Vgnkatacala. As per the 
Vedamantra ‘padO§ya vi^va bhQtani’ of Purusa Sukta, all the fourteen worlds and 
aU the living beings form the part of the Lord’s Feet. To say that one realises 
the Feet of the Lord would mean that one would know the secret of the Lord’s 
creation. 

3. The Sanskrt word ‘manuh’ means mantra. Punascarana is a technical term 
in mantraMstra. It just means repeating the mantra (Japa). If one wants to attain 
success in a particular mantra he will have to do japa of the mantra a stipulated 
number of times. Generally, it may be hundred thousand times for each letter of 
the mantra or a particular fixed number. The japa done in this connection is called 
punascarana. 
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So.ii 

S£S5SoS<3S>JS, JSoJSdSoScJioJSj zitS^HCaHc}^^ 

dSjftS) ^moKsoS^ eSSboc 

sjeSgSDiP SSuPO ^O^^SSasciSo 'ZS>1>^ 

ai esoCSa ^SSScSSaSS SeSo StSeSotaS 


24 


Soil 3aa CS«jb^^eSota«a 

&}&dSaC^i$a, «S2SdSa^ ^oeso 

63e)dSa”S3a» d3ai5^cfir»«a^C *" 

aa>oJSaan» Sg<SCta©l5' 25 

0«II aaeaoiJ 5Sa;St)^ ^PSSaSPi3g ®ao« SSa^Sta'^ ^SdST'SeS'Sajp 

54SS^dbo6. 24So «9SSd5aSJSaa gr®ir> 2?<aaoa. ©SScSSa© 5^C®SfiSSSa^Jao-cS&o 
tjaoa. J5iS2S«^ SST'C^a^ >C^g^iSaaSJ5 «si3^JSr.-CP0b^i5a -S^ ,2ocsoo&j^ Styj 

(24) 

Sjog oSSdSaS 54So <De;®ot35* SS^eai&aeSa^^a. ^eia tr»CS^S^ &c>&& 

J^o. «9^ q»«fc^. eSciSaJS^^ ^Cb5* Sie»aea^& es^- es^j 

Sg6n® wJS^ciST^^Jia (25) 

Jr»^i-&« -5*^3 Zoik> Scp^i^ S'© SiS^o ‘ses’ssa’^oos^ SSCSdSao ^!b 

A©»50o 7P esJScSSaSS, ,esJScJSa2 ^a®Sa|S'^^l!>Saifo;3')a. "SoS* 5Cco esSdSaJS SC5» 

‘Sai ao«o Se’^^'Sa iy»^20cj (SSag'^JS eso^o. ‘^a^’o^ 

Si^SSa ©$&o;5« sr»SSair>as»33 SlPo^ aaKOO^oS ‘sssSoJSej'S 0dSr»©^S 
^e»3a(S<3Sa^a 5n»oSSa ©esoo^o^ wotJ»Oa. ^PSJoSPas'eojSdSaoa 

«9caa5 iPtia ‘sao’ wou»ea «s>©j^dSao. 5r»2i.^ g^Sea'S ASaCeo, eiSS^c3S7»eo, 
©a<j»o> «)'3sj't3S ■»< ss^:s2f«co ssoo^esa. ^jc&esa spas»©;5<35o jsoac^oT? 
g© ataa© oj»^gCoT:^oa:5o©^ 3?a^^ao. :aoas^o?v> (32 

‘<3Sa©^oa i^egN©o ©©>«5^o SiaiSo|.aiSSaO 2^ca;j^ JagoTV*^ 3S)\ 
«JSj^S5ad3a^ ^0© sa cS^sSon* SC5»^© ©^(.dSP'ea 

3S>^at^ 0oag^ 3§^SP^2Sa. ©SSdSaSSo tso'ta s»eD ^coacr»o4-3 «6o^«o. oiS 
(SSaSPea goa ©fScSSaS, eso"!} SSCo es^j^aj^ta. ^OaiSa a^A©g SoaC^on* 
aaa^ Aen>o& (l) (2) «9ac3i>JT»o> 6o4J»d3aS 3^_^ao. ©adSaiPogj 

aotxaOo© ‘©C3»iSa«» (aoA© ©jj’TPoa) aa^taSaS. e.g acJ»Q ^ola ‘J)ggo,’ 



Verses 24-25 


A ‘subantam’ or a ‘ti^antam’ is called a padam. A padam can be an 
avayava. An ‘avayavi’can also be called a padam. The emperor of pada-kavita 
(AnnamScarya) has explained all these modes. (24) 

Now, avayava-pada is described: That is vrtta which is clearly in four 
lines. That itself is dhStu. It is the same that is called by the name avayava-Thus 
said AnnaySrya in conformity with Bharata SSstra. (25) 

Com: Between the two verses here the first one acquaints us with padam 

and introduces the differentiation of ‘avayava’ and avayavi. The second verse 
speaks about avayava-padam. 


‘Suptihantam padam’: This is a well known aphorism in SSnskrt 
grammar. Nouns whose stems take the nominal case-endings are called ‘subanta-s’ 
and verbs whose roots (with necessary modifications) lake the verbal particles 
called tin-s are called tin-anta-s. It just means that nouns and verbs are called 
padams. Such usage does not apply to the upa-sarga-s, avyaya-s and taddhita-s 
found in language. Bharata has given a brief outline ol grammar and prosody in 
his work in the context of vacikSbhinaya and for the sake of training of the 
composers and actors. In the context of dhruvSgSna (Ch.32) he had said that any 
composition of (meaningful) syllables is called padam (yalkincidaksarakrtam tat 
sarvam pada sanjnitam.) 

Our author says that Annamayya has spoken about the contents of 
these two present verses following Bharata. 
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■SoiSoots ‘SJS«o,’ SSiT'iSi ItodSo) w«3b JSOSa 

JSoflPooo. woeSs^ «»o«o, oSiO^^ao, Sarttr* 

Aotj'cai. cpn®s^ ^o® Ao®s^ ^^6oCotl a^o wo^a^Oo ^C3® jSaa^Oo 

woij'txs. s^a M a®A»aj^ B^oa.attjasaajas Aaoff* ax»Ao; 5 ) 

ar‘«>oi 3 a^^Oo «jaa»^a a^cso. fio»Sj^ d«4 a»AoiS ajOo ^^aa^oo. 
aa.cJ55o?v» s?s A35}o-c3>§*ai®®. aa© «9adi>ao sr»c® »J5)4fooa waj^^as aj©^ 
^ao5* "Soeis os»cD7T» 3;^§*aa3j. aoo es'Sa ha cpao "aijataa. 
sje:® 3 ^sia^^oo aaas'tSa "^a isa^a ‘so®®’ «»^dboa. «96^5*a <j»ai®ac 5 ® 
3 a aouod 685o«ac5®eo s»5g). ^a^^oa jjjOiapsS (l) ajo(2) ao5a(3) aa) 
(4) ^ag ( 5 ) d®o (6) o®«7»e» ®ori®€»R» a£S53as®e» g^, 

»>®t3 fiOia®e» ^3ifce», a^oo®«7®«» a^cr>«» adAaoeu. ccoa© tea^ 

gj^cjoda a5S3«iT»^a i 3 r®£c® ccsjat©. aa© ^s®«©aiSt>a - ;4ag© 
v‘1t& aioA<^a^cix*a'^ aoao®^aj^ ar®D©d ‘«la aoa^^ja «j»^ggo. 
djfedsj® S)gaaa CiT'a©. d®*o a^a©n»a a®D®^E>a 

j§)^6t5 spa^ajo®ea. o®o© asa© aa^^^. ^at»q®oA©7?' ar»aa^a5 
aeso (as»«g'3oa aj®o ©^^jaboa. 

©•adSia'Sj s«aj. ©acssja g^^c® aaog» aaa>at 3 ii>ab©aa 3a^a^a> cj®ab 
aj® 4 fo«g)e» 3oax® iSo aas^jioTt® iotaj^ :>®at 3 'S 06 »ao liaaao ‘aa©’ 
«»aaoaiS 3 ooj©aa esai^cjsao. (^©a tj'A© aa© ©aJxjasgboiJooaa aoAa 
o<F»^g{ 5 © *ba g®a®a3S s®^^a5 60 a. ar«a5»«^ aoao^on® a®^^ 
g©a®a3ao go® '?!§^a®^aj: ”* 

“aaa^ ac3®ai dSsa® «3®g^a^ aa®a^adi)a»« aa® 

0 sioa^^acsiia® aj 3 ® 6 «?®A®* aa®a 3 ^a^o^i aa? 

» 3 ®as®a aD«©a®&a a® at 3 »ai” 

a©A.ba»j,»qo^. 3_2oi 
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‘Avayava’ means a limb like a hand, or leg, a protrusion of the body. 
That which possesses the avayava-s is avayavi, the body. Bharata has stated in 
the context of sapta-gTtak^ (the seven types of ^as) that all musical compositions 
have (1) vastu and (2) avayava-s. Pertaining to these avayava-s or Ihnbs are 
mentioned what are called ‘vidJlri-s’(those causing musical sections) If there is one 
vidari it is called ‘ekaka’. If two it is ‘vivadha’ and if there are three to six vidaris 
it is called ‘vrttam'. In a vrttam of a song the am^a, the apanyasa and the nyasa 
are present. The svara or musical note that is used for beginning a raga is called 
amsasvara or jivas/ara. This is said to expound the raga. The svara used for 
intermittent conclusions is called apanyasa .The svara with which a song is 
concluded is nyasa svara. These items are to be remembered in the context of 
a vrtta also. 

When it is said that a padam can be an avayava we can understand 
it in two ways with a slight difference. The first i.s padam as a part of the song. 
When so understood, padam becomes a vidari cited above. It will not have anything 
to do with nouns or verbs. Authropomorphically speaking the prabandha-purusa 
is said to possess the following avayava-s: (1) svara (2) biruda (3) pada (4) lenaka 
(5) pata and (6) tala, Among these pada and tfinaka constitute the eyes; pata and 
biruda are the hands; svara and tala are the ears. Svara-s are the sarigama-s; biruda 
is a composition of title in vigorous language like Maharastri. Padam is the agent 
through which meaning is expressed; tfinaka is the auspicious word tena which 
indicates the cosmic spirit or God. It is the singular in instrumental case for the 
pronoun ‘tat’-^abda (taken from the mahavakya ‘tat tvam asi’). Pata means the 
notes engendered on membranophones by the hands of the player. Of course, we 
are familiar with tala. As an organ of prabandha, padam is the expressive word, 
matu. 


When padam is considered as avayavi it represents the entire song, both 
dhatu and matu put together. 

That a part of prabandha is called a padam is found in Kallinatha’s 
commentary on S.R. in the context of rupakalapti. He writes thus; 

“padavat padani. yatha vakyasya padanyavayavalj tatha 
prabandhasyavayava vidaribhagah padanyuccantC- na tu 
vacakani subantadini va bhasa pad&ni 
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[oSzDOtT’oScSilOrV’ dcy»^ WJSdSsSJSfiO a!>aS0o{St)&O&» - 9 ^ 

©adssssatto JSr»s>ao«» s<s^ 

Jii'iSa ir> 6 t 3 &l!c^ SiSaSoQjotxj w'cSd SJ’aS'Sj ©cao^ i^oSo »ooo 5 >Ov) 

O * 

2)£S «3^e»?b d®cs®^ dSsS j^So5* &r*d JSjjdtaoCoA* 0e3oO<sr*iKo ©S 

(Jltj*aC3r»©. S^KoiSoTt* 6o^ Ad ©otto^ "aibS aJj^a ©o¥, ©55J«^a, 
5 r#^a a^Cf»oSs ©as»¥o ^jjousoesfc («tf*o-cr»©. ^oti^SooO ‘c5®dbs§)’ 

«^&>cSS) ©a^;^&3 ©©(^d3>o o»<foa'3 aj»oSi soAd «'\^o€r® ^i) 
H&Sjo ( 2 ) ©aeSSjJSo ©S aoJij ©q^ AS^coo. Jl)t3SttO iS^dtaogSoTT* Ao^ 
^SttoO tT'Ko ipexiCJoJSdSjao ©J^jifaoa. ©eJ*"?^ aSo jSuoC5®aj?^do7?' Aoa 
Hasro^o (d»o4y* Aoti aoAoo) n>^ Ao& jswoesi sswoeso as^^sSo 
AC5»<^S3*& 0®<fc ©on»e»37>a5 sj^S ^4^ aOcr»e» ©aut&aife^^ox). 

dcpjd SiS^cs©^ 5f60 C5®d35&2.^ «« 

©So Qodad^o as_^63ti35®o5 K^jg Ad 0sx)i5o ^ ‘SCSo’ ©"Sa 0q5»SSon» 
^do®di3 ©a^^dSio aa^ssab^. ©a^ajcssj^n®© 

sy»t3S sSsr«'3J> adeu*eo Aottioo gr>cr» KasSoas-CSj^. 

1. ^d&. ‘"S'S J?»dinp®c3’ S5© 5^d&’ ©S e-S aj^a^o. 

ft#c5Sp> aoaas^^a ?b&©acosg)® (gaT»a^aL>»6oa J)e^^ 
ar»gj^556a«Sj^ s«S3»oajS*ar»®. ©coj'^ aoaai^iso 

6cr®s^ a«S?oa5§®fcPS. 

‘aso i3«ar»e ao<s3M"§ 8 is^'Z ecd s><5sr»J:>.3t 

CP ^ «-«'» d— 

adba^^ aoS®s^^©o®aa5’H’ 

«'\^o. ©q»^. 14-^ 42) 

^sodbs ■»« ^So ?icpo Paasi S*§iocr» sp® a^o*© 
ag^a^a. aa^a^a w'doasboa® a^ao ‘s^ csoao’ ©aaa^^. 

2. q^db2§): d« «spsl "SoSo ©cp© 5 3;^S*sr»®. ‘a^ej'^taiCoa^^, 'Acajo 
q^dbOd^C^cas^’ (aoA. 5<p^. ©o®^.3-^.2) ©eaod'^a aj'oos 
‘aj^djig)’; C 3 »a ■A<ar>o??o ‘q®db:g)’. -d* o'dba'^a as© ^aooq^asK 
da^a "Adaqa^o, ©o'Csar'tj^a aoAdo. o®dj«§)Sb ass's a^^aao 
‘jaeoa'acajS® q®db8, a adacga&p£»d*’ (aoA. ©q»^. 4-^.7) 
ai^a o^dsa'i^a ^oa© sj-»a5^€i®a &,g ©oKon» aa^esAoa. Ac^a*aj©3 

5j©»ot5 ©on»e». qpds^ a^oS^ST^cas aOj^oS^ t-g <r®«o aJ’^d■& 

©^doba. 
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After designating padam as prabandhSvayava the avayavapadam is 
explained. When it is said it is a vrtta in four lines we should not understand it 
as a stanza in a poem. A padya is , of course, a conglomeration of words fitted 
in four lines but it is not a song. In the context of a song we have to understand 
it as a composition in four lines with yati and prasa which may be called 
vrtta-bandha which is a part of a song. We must remember that there must be 
room for arnica, apanySsa and nySsa in this vrtta. Such a part of prabandha can 
also become dhStu. In Indian classical music dhatu has two meanings: 1. gSya, 
Z.avayava. As a result of this a part of prabandha which is in vrtta- bandha can 
become a prabandha avayava. Similarly it can also be the music of the song-that 
part that is present in all the musical compositions apart from the libretto. These 
dhatu-s udgraha, etc. will be mentioned in the coming verses. Padam as dhatu can 
be referred to as udgraha khanda etc. These vrtta-bandha parts are nothing but 
the present day carana-s of a krti. 

The next verse attributes dhatutva to vrttas on the analogy of vata, pitta, 
^iSsma. This suggests that a padam was considered iridhatuka. One can see only 
three carana-s in many of Annamayya’s compositions which are vrtta-s; avayava-s, 
dhatu khandats. 

1. Vittam: ‘Vede gayatryadau vartata iti vrttam’: that is one of the 
etymologies available for the word vrttam. It means that which pervades the metres 
gayairi etc. in V6da. From this we have to guess the subtle body with symmetry 
that takes shape following the order of the guru-s and laghu-s in different metres. 
In a song we have to configurate the nada sarlra resulting from the chandas or 
prosody. 


“6vam nanarthasamyuktaih padairvarnavibhusitaih 

caturbhistu bhav6d yuktam chands vrttabhidhanavat.” 

(N.S.- Adhva 14-SL,421 

This slSka defines vrttam as a composition in four lines without bothering about 
ganas or metrical feet. We may call this vrttabandha so that we may not mistake 
the. vrtta as any stanza in poetry. 

2.dhatu: We have to understand this word in two ways. 

‘V3hgmaturucyat€; ggyam dhSturityabhidhlyate’ 

(S. R. Adhya 3-SL.2) 

According to this the meaningful word in a song is mStu and music is dhatu. This 
dhatu or musicality pervades all the songs. That is the music of the song. Another 
definition for the word dhatu is ‘prabandhavayavo dhatuh: sa caturdha nirupitah’. 
(S.R.-Adhy 4,-S1.7). Here dhatu is described as a component in the composition 
of a prabandha. The dhatus, udgraha etc. are such component parts in a prabandha. 
Then this dhatu becomes only a part of the music or musicality of the song. 
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26 


«&ii ^ Soa HdtoSi 

A II sp«^c etf ssooo «5aco 56« »6^«6 o o^ecjo 

aSjJj'oSeoJS’oSiSj S) 

6©^ ses«6j5 SiSwes^a s»eooe»s 

q5»«fc :i>JSr>«)^e>o3 ^50<a (Sssoosp'?)© 

o»ii cs®tfc aoooj so© 3^a5. a^a, J>a, 

^3*sy»^Sc» S»aiio SSo €r*gofi^ sr>t3^ Ci®di^©o*Jii3»^0b. ■»< 6ors»';S 

so «6eo ^ocr»sS s^q;;e» s»cc»o 5»atto a© ^soo’a a3*a |aa»»o© 
«#‘ap»ao5* s^^or* cp<fcsj)oJ5uaj«&a®^o». 

eP^ii a®do, «5^o, ®^S MdSso'^a aoex>Ooaa wofl'eo. 

5t3s o®«fo:§)o^), 6*«aeoj?> 6*it»©josr»c» eotj»06. «c3aou'3^a 2.^505 
a^ a*aa^j^ saa^ ■ar»^ob. cSa*© Jio^a 

o’>aS -a* air*esj s»i5c»aD'Sa wdiatS^a Ibcpoao. ajcp'^ aa ^* 65 © ;j)oa»s5 
s*eo2S’<ip> o»a5j§5€» waoj^coo. o»<foJ5>o »j)^'a3«s i^aa*^ aoo© 

38 aa^o aa a^oa. “ «- — 

iaaa3^2.^ i?5cp»a a^ajoj ©aaoe* iseaba^>too s*3^ aoo5©aj 
sr»o»(«S;»o-cr>oa ss tspi^cSboTv ga«aj<fooa. s*a»o>2So, f^eaaa, aoa>, 
€»oB»dS}S, croas^a'S a»05 ^s^5^^^&©o^» "is'^aoegaa. s*3^(«oao ^aj 
s»a t)de jr»t5^ ^«oa»o«'o3 s*sj^ »©aa^t^§^^^» at»tjg>r»y^o Saa a*g<n'^aoff* 
a(cr>aacsao Jaa 25 »q>»^di>o (af’otx'oco, «6^a a»(at>«»)fi^ 3d»^esi. g*3»o 
4'»a:n© aoo^aorv* ‘aoAif. «»o<7^ ajaa acA«f )«o5J»^ g©S>£)* 

a»2^ <»a acAifoo a©©;^. ggjpajaj aa aofta ao^j^go - sr>^^ (s^aoaa 
aaaar;) 39i^aH) s»og©a-qja»aj. s»a atp^as^^a %acc>a "is^a^oaia© 
«r>«o (^^aja^ ao^3»o ^ga»^. g*3»o5a caa ^©5 
g®^£i»(Kooa», s*a»o3^ aaooaa o^aa aodas© <s>a|>«a>o. 

‘adoo’ ao(Ka* («oa»a^?ir*0j -aiaat 3a_^t3&oa. 

. ^€ssr» #< aa^o®^ 3a_jBjaa «*a(>di>o aoA«oor»^gao€^a §^s:»s)i ©as 
spao. © §^gSj6; ' ” 

S'ttS ^a*g»6<!i»a*«5* dSacj* 

•«w«3' CJJ ^ 

Sa'^a |at»asg qs»<9S* ^3*cj*ijar»^. 

(aoA. e 0 »_;^. 4©a*^ lO/il^. 
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verse26: 


Tr. The nomentclature of dhStus to vrttas is being explained. Just as 

vSta (wind) pitta (bile) and kapha (phlegm) are called dhStus on account of their 
being the cause for the gross body, these vrttas also are called dhatus by consent 
of prominent sages like Bharata and others, on account of their being the cause 
for the orgination of the body of padam. 

6om. Vata(wind), pitta (bile) and MSsma(phlegm) are called the dhatus 

or dOsas. This pertains to Ayurveda popularly caUed Indian medicine ( and is 
parallel to the English conception of 4 humours of the body-blood, phlegm, choler 
and melancholia-the last two being bUe and blackbile). when an Ayurvedic 
physician feels the pulse of the patient it is these three particular nadi-s that are 
observed. It is axiomatic in Ayurveda that these three elements cause the origination 
of gross-body. Thus vrttas being considered as cause for origination of the corpus 
of the song (pada-^ailra) these dhatus are taken up again in verse 38 in specific 
fashion. 


The term'prominent sages like Bharata and others perhaps includes 
Kdhala and Dattila too. Kj&hala, DattUa, Tandu, Tandayani and Tandya are 
mentioned as Bharataputras. Some points of KOhala on dance are mentioned by 
Abhinavaguota in his commentary on Citrabhinaya under chapter 25 (Bombay & 
Baroda editions) of N.S. Points of Sahgfta Meru, KOhala's treatise on music in 
the form of a dialogue between KOhala and Sardula are said to have got merged 
with other treatises on music. Kallinatha has given some 39 kaiikas of KOhala in 
his commentary on S.R. But this portion is suspected to be an interpolation as 
it mentions Kirtidhara who was posterior to KOhala. Scholars fee) that KOhala’s 
writings got merged with N.S., that he was one of the redactors of N.S. ‘Dattilam’, 
a work in the form of a digest of Dattila’s work has already been touched upon 
earlier. 


The central idea of this verse is a rendering of the following slOka from 
S.R. 


‘VSta pitta kapha dOha dharanaddhatavO yatha 

Ovam Ova prabandhasya dhatavO dOhadharanat’ 

(S.R. 4 Adhya -10/11 si.) 
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JboAiS 3‘Si^ 6c^3<>o, ^^SS, 

es"^ SScosp^ C5«e&i2§)l)^ '^e;»S2o', ©o^Co ss'^ ©SSx)Sp^O®«Sb2§)l)^ 3Jj^5 &U^^Q 
lb ^So SS^odoS. «i>^S ^C^S^o, ^^3, ejt$^?^o es'^ SSxr«ik> 
0®eS5S^e» ^Sooi5 §6a»S)§SPiS Si^ esC)[^^o. -S^ 

SibSSoeP-CPeSj^iSj C5®4SoSo»e» 3S^ SPiSh^di (S¥o» 

J^^oj eo'ts e^Cifics^oiSSj^^ SJ'&iS SCT>^oS ^Klb’o-CSSCT'ttiSi. <» esjS^S 

«cpo5^ -q^oes^^^ qao;S ar"^qg^cp€)a (KSpocp©. "Sco 

rPdSi^^fi -CJoCP^ SS^o^a q)^o (7?>dS5(3n>^S® -Cboa?} qc"^ siS 
s^^S) «9S "a^sjg l«t3«o-cr>e. 38 sa^o 5sg 6j^3Sa 

q»«foj§)®D aoa5a»S)§ ®ac33osj»©55 es;po«se acjoosi «sao&r»e3^;5 aoSTv* 
aOJ^aJoSeoiS^cco. 



This M6ka occurs in S.R. in the context of ‘dhstu bh6da-s’ (enumeration of different 
dhatus ) and after listing up the three important ones udgraha, dhrQva, abhOga and 
the minor ones mSiapata and antara. There the idea is that udgraha, dhrQva and 
abhCga to the prabandha ^rlra are like vata, pitta and Mesma dhatus to the human 
body .In our Telugu text Cina Tirumalacarya is speaking of vata, pitta and ilgsma 
in the context of giving the nomenclature of dhatus to the vrtta-s. Here we should 
not take vrtta-s to mean merely the four-lined stanzas composed in prosody of 
aksara-ganas. The etymology of vrtta given earlier as that which pervades the 
prosodies like gayatri etc; in Vedas is to be taken, (gayatryadau chandasi vartatg 
iti vrttam). The pervasive subtle element of these metres is what is meant here. 
The author speaks of udgraha etc. as pallavi suitable for avantarapadas'as limbs 
of nibaddhapada at verse 38. 
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S>n 3i5£$A;S 

wn‘ 511 ses«s:o 

«r'S^:3a6^r»»c«C83e»S SSodScoc 
|^Si^c»S>> cSS)0beuc<3^^oA'3 3e» 

i50« ad<n»a js»jS5e» ” 27 

o»uais 6^ss» sooo^s'ass sdssjsjo 3^*). acpsj^ aoa^^doii^ 
s»s i^gj«o€* 5»a spe^3b^ cb>« 5«» (>ae» so^^as 

^®* e»«»«s» -awes^a aMSSaw ad'^esj. 

iT*^i cKSifotis s*asw5)acB> soiso^oTT* aos^^a (>^« d»5r»^oa5 Kr»o^. 
3d»j^eS3. aoa^^a d»er»^a5»083o0oa SPiog^Py^o 14 t»q»gd55o (C’oCT'caj, 
oS^cr* ajaitfooj)^ ar»gg{5oo 15 e« 3 »g<ai>o^ 16 

»0®ge5S5ofi^ «Hg^fflr»e)os»0 ?bo 6*^^ 3J)j 17 «»0®gcSS3o^ 

sr®*S>,s^g)a^ So^wT'co Sa^ooir* 3d^j2&}. a* wcpgdSjo 3*4 
*sxi|Cc»ofi^ so*ao’ "fciis^a* 18 f»o®gds>or!» &o&. soa^jo^al 

»a(^o¥apd«® Mdsp i^cxp^ aptjvtoli sp«o, »ao©, ?'e1!>a, 

•«>6ar»X0, er»>g, o»4cj»ag ajS»aL>j^ «r>a.«)S) PS^, wfce, -cpoo*©, ^0, 
[p°a3&, tro^, •sa*gS) a^a.oa 3a^u&o&. tpa^oauda 

aa^Si, acs^a^ ^«gaa»«» iSipei>es»op iota^coj. 
ais^a iSpg«» ar»^‘&> Aotpcoo. q& iP*jg^r»y^o a»t3 apo. wa©^ 
s»oo5^ aoAa oo»j^gco a»og4r*i^aj «»a>aoo3 (atjoc3*>o®gcji>o^ jwboaxi 
sipao, ap(^«cp«)S*ao ^oj^tp© «»a5g5;»^«>iSo^*^ 4ea«CT»e», axr»e 
^cr»© ajo'g^jofsaj^fi^ a;:^ 8 s»ai«cr»e», a^j^cp© (ao^^a^odsas;)^ a;:5j 
16 tpo««!P«»aaooaoa. ao» ^ooc «a©, apja©, a3© ©>75 

sptsa 3!r^ stpo, TTc, «o(a, ipaa 3:?oa: a^oOoa. 

aaodS3ajo»a'ii5g©5 a« acgoff* aoa^^a (^^a «pa«>5^tx ■^^f^pa.'sa 
sipo, patpoia «pa«» aaoaasi a/wS «»ou3a«^dso. a. acsgoe< “ia 
3a^a eJSsfi (^ao5 ap^ao wckp ?pa.o ao(^efipa^ ©aaaooa ©a^cox> 
3i§<ar*©. aoa^^ao«< ao aTS^acpa’^a a( 5 *oa dSia. sja >a>oifo6* 
5P£P Ao& 6a»©. d»o»a a^cjsj aa*epa^a (a«aa>5 aoa^^ao€r< 
©•ajj^a© apja© 6©a. ga^^ao^ < 3 i>a aoa^^a©^ a® aaa^j^a apa'aoa 
a(p©a; (^a© ap(a© 3a5«54^«7*K a^dsp^e j^a© 6©o}©a. aas^oi^ 
‘■ap3’ ©"S "itoS* dS)© ao5«s€»^ ©•« d'cpagg^o a»t3»agdspa©n» 6cta>©a, 
‘dSsasTt^’ ©^ -idsss* j^ao >aa^d3p^o opa©p'^ 6©oooa. dsoae^ 
"SotSS -aji© gpcpj©, |>a«^* 3»©•^^aa» ©cou^ xpco. 

aa>«>€r« ds>a aai<to€r* o^t d-cpagg^o-^l©. (>a aj&dsp^e©. aag© 4 
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Verse-27 


Tr. We proceed to give the language regulation for pada composition. Sages 
like Bharata, Dattila etc, have stated that padam may be composed either in SSnskrt 
or in PrSkrt or in (any) regional language; yatis (caesuras ) and prSsa-s are to be 
observed like in a padya. 

Com. Bharata has spoken of composition of SSnskrt text and Prakrt text in 
the context of vScikabhinaya (verbal interpertation). In the 14th chapter of N.S. 
(Bombay and Benaras editions) grammar and prosody are dealt with; vrttas are 
given the 15th chapter; the 16th chapter has laksanas ,alamkSras,gunas and dOsa-s. 
All these chapters pertain to the Sanskrt text. TTie 17th chapter deals with PrSkrt 
text, language regulation, naming of characters and modes of intonation. This last 
chapter is the 18th in the Benaras edition with the caption ‘ bhSsS vidhSna’ (laying 
down the language regulation). Fallen forms of sanskrt spoken in different regions 
under the names of MSgadhi, Avanti, PrScya, SaurasSni, i^dha-mSgadhi, BShlika 
and DSksinStya are the seven that were called bhasa-s. SakSri, AbhTri, CSndali, 
Sabari,Dravi^, Andhri, VSnaukasi etc. are called vibhSsa-s (further fallen forms 
of language). In those that are called bhSsS-s will be found tatsama, tadbhava and 
d6^ya words. VibhasS-s have only tadbhavas and dgsyas. This was the position 
at the time of the composition of N.S. In later times, S.R. following the footsteps 
of N.S. explains in its prabandha adhyaya (4 chapter) gurus and laghus, the 4 
latiganas coming from the atyukta chandas with two letters, the 8 kamaganas 
coming from the madhya chandas with three letters and the 16 banaganas coming 
from the pratistha chandas with four letters. It describes the different types of 
5la-s like ganaUa, matraila, varnaDa and deals with different kinds of d£saila in 
different languages like Kannada, Lata bhasa, Gauda, Andhra and Dravida. Gina 
Tirumalacarya is upholding the compostion of a padam in a regional language like 
Telugu. The yati and prasa spoken of by the poet in this verse have to be suitably 
understood in accordance with each language considered . In Sanskrt yati is in the 
form of padavicchsda; the word must end at the end of the line also. Prasa in 
the form of the second letter of the line repeating in all the four lines is not found 
in Sanskrt ; only anuprasa (alliteration) is used. In Kannada yati is like in Sanskrt 
only but prasa is like in Telugu, with the second letter of each line recurring in 
all the four lines. In Tamil yati goes under the name of ‘m6nai’ and is in assonance 
with the first letter of the line. Same is the case in Telugu. Prasa in Tamil goes 
under the name of dugai’ with the second letter of each line recurring in all 
the four lines. In yati both the vowel and consonant of the syllable must agree 
with its counterpart. In prasa, it is enough if the consonant repeats itself. Alliteration 
or anuprasa is same in all the languages. It is a verbal figure of speach (sabdalamka- 
ra) and is optional, ordinarily. 
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es^ o«sp>©. «!)^^^s» tjpa.^iS5 t.'i 

3}& ^C?®Cc»o77> 5£Poo5»bors® o^^Son® &otx>o£). 

s»S ^to c5i>© SdS^SOon®'^ s«Sjoa SdSSOon® ^r^c® ^Spo 

■a®©. Sa®^ «x |g^ « ^ss'S^iST'S'^iS dSj«S:e)5*d®tJ5 ScpsSj 9^ScSSi«&e»Sr®c® 
6 o4;po 35; «9o'tj»>®aoo^Sa®SS50 SS^oJ5^^JS7*U. 6Ci®:>bc»Si So£30 

Oo-SiS SS'^oS^ d®e3^a®S2 5J®^?5 dSo^foeaoC®©^ »c3i>Si>o. es©""}^ cT®e5^ 
SoAeSoS^^ocSSs (SSS^ ScSSjSSjo dSs® esISsjJki^&^S^a. SSSjcSSsd, ?^;§)C^d3j<S, 
(^S^SSSJ'dSjQ ^ SS3J®55. dSjifoeo SofteS 3 d®^&oS 3 Sd-So®^. Jy®e3^ 

(Saoq®^^ ‘cSSjS’ es'^a &oS>. &€r‘'t SeS^o^ d^fSa^&cSST® 

gfio e-gto s®3®© ©^ SdSa2Sjo5*d®oo ©&^>J6^ ^JS® ?t>03O-C3a§^ar®©. 
aeSOCSISS^ ©^Saj^ISSa 0®O®i3^o 6oa. i)«J® S£S OCSiS^ ^C!®a 5'©5e3o 
©JSa^aS* ?potteS^di>o77' &oc®oS S>oft«S 0«3P^ge e^cso. ‘©o^^ 

spotteSjcSSao ^;Sa;^a i3®dbS3®’ (»oA. tSu^^. 4 ©O®^- 33^.) 

1. SiS^oS^ s®ga*coi^ ay®^9ir»^5o^ SSj®(^?i 

es®e» 3SS6oSa&aeS5'3^. 

^a) ^o£^S^D®q 50^ ©«S6^5® ■v5od5«^^. 3eo?to£^ ^3 6SKCS®exa. SoS^iSoS^ 
StS'S ‘(e3a*^’«CT®ooO®CS3. ©0U®i5a. 

oJjjS^^SSo 7t>& : I AaSaS^Sa ?bOj : U 

U U = «o 

i_lL= (^) 

U 1 = «« 

1 I =r OO 

5’©'3oJSo2SOJS»©j^ a<i©lboeo, ao/\©^5 J3®t3^ ■SaaeSio 

KC5®oSa JSaS'g oSJoo^ SSaaoiSao-CStto B;Sa?b^ So(SC5®d3ao. 

5®©'3oJSa SSeJ5>«» 3&^Sgd ^iSa. oJ&X'^aS SSaaodSa SSaS^g ^Qajta 

6;3j^a. (Saa^oS^ ^ (P*^_^eian®S, ^p:5>^&>C2eaan»a a®S5aa^K;3ag SSar®ao 

?loa 5-£^»3® ©2§)sSaoa. 

SoA<a UU - lU - UI - II ©"^ iT®€»KCT®o;Sa 5S«cs®ootJ»5a. 

o$j®^a ?iC5®oSa JSaaodSa SSaS'SoJ^^o-CSoo S)oA«S ^^o^^Sa SS^eaSoa. 

‘SoiSa o^a®^<^ ^^C»^n® SSa^eaSoas’ Os®^ 4-64) ‘<3^p®Sa 

o5aao^'35^^*^ SSai^e>«&^» 2®cJ®$ 
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But yati and prSsa mentioned here are to be understood not merely as 
applying to a stanza but to a musical composition like padam too. In padams yati-is 
not merely in the form of assonance (aksara s5j3tya rQpa) but in the form of respite 
too; it means there will be respite in singing at certain points. For example in 
vastvailS, a variety of desaUa, it is enjoined that there should be four yatis in each 
line. Similarly in instrumental music regulation of functioning of laya (laya pravrtti 
niyama) is called yati. Students of music are familier with sama, gopuccha and 
srOtovaha yatis. Among vSdya prabandhas too there is one called yati. Similarly 
we have to remember anuprSsa (alliteration ) in the context of prSsa. In the 
composition of padam anuprasa plays an important role. According to S.R. it is 
a rule that in the composition of elSpadam the first verbal unit should be in two 
parts embellished by alliteration. 

"anghrau khanda dvayam sanuprSsam 6k5na dhStuiia’- (S.R.-4-33) 

1. MStrS-ganas touched upon in the commentary, though not in the verse, are being 
explained. 


a) Ganas are metrical syllabic units. A gana with two letters belongs 
to atyukta chandas in Sanskrt . In Telugu these units come under upa- 
ganas(subsidiary units). In Kannada they are called Brahma ganas; in Tamil they 
belong to Irasai. A laghu is represented with I,guru with U. If prastara is done 
for a two lettered unit in accordance with prosodical rules they will be as follows:. 


U U - ga- ga 
i U - la - ga 


These 4 permutations are called 
Rati ganas in music 


U 1 - ga - la 
11 - la - la 


In Telugu the first two rows of 
permutations are omitted in any prasta'a. 


Thus here only the last two are accepted. Again prefixing a laghu to these units 
starting with a laghu is also the tradition. Thus the units UI, IB are called Surya 
ganas in Telugu. In Kannada the first two rows of PrastSra are also accepted, 
prefixing a laghu to those starting with a laghu is there. Thus the 4 permutations 
uu,iru, UI, in are accepted as Brahma ganas. In Tamil a'nirai’may be in the form 
of two short letters or one short letter and a long letter, either by themselves or 
in conjunction with a consonant. These ganas come under Irasai'eyenthough there 
may be 3 letters in some units. In music also the custom of prefixing a laghu to 
the unit starting with a laghu and accepting it as a gana is followed, ‘kintu tatra 
lapQrvS yg tgshvadS vadhiko laghuh (S.R. 4-64) .KallinStha comments' tatrapi 
laghupQrvgsu SdSvadhiko laghuh kartavyah’. 
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u u u = ^ 

I u u = ^ 

U I U = 0 

I I u =» 

U U I =« 

I U I =» 

U I ! =«SJ 
I I I =5 

8 sSix»2^cpo «cs»ea. Softis St3s s^ssj^cpos ss^aa»a 

^Os. 5’©'3oJSjSS0j»e» S&O KCT'oSi SSjioJSj JSsS’g oSJooJ^ ;35j^ 

3e»?b€r* s^o^tt^cs»o^383^ ?^C5®e» i)C^Sar>oa5. {o-HK-iS-Vin-^-Ho) • 

5*©-3oi5o SCbaeo SeSoSoott e):&r>^4S3ej2o o:5wS§) JSoooeSj ;;3s^^ SSi-»«-0- 

c3tt-£S-So-^S-r3e> ?<CPoS3 S^?tCT>e>ot7»Cb. %S2b<Jo5^ gS ‘«Sir®C^’ ^SoiSeS^coo. 

^)SP^CPe) ^SoeSSo^ 


u u u u 
I u u u 
U I u u 
I I u u 
U U I u 
I U I u 
U I I u 
I I I u 

U U U I 
I U U I 
U I U I 
I I U I 
U U I I 
lull 
U I I I 
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(b) The three lettered unit called madhyS chandas. 

u u u - 

ma-garia ! 

These 8 permutations are called 

1 u u - 

ya-gana - 

Kama-gapas in music, of 
course with prefix of a laghu 

U 1 U - 

ra-gana ! 

where a unit starts 
with laghu. 

l 1 u - 

sa-gana ! 

In Telugu the process gives 

U U 1 - 

ta-gaoa ! 

(ra-na ga-ta-sa la-bha-na la) 

6 units only, after rejecting the 

l U 1 - 

ja-gaina ! 

first two rows. Ar]d these are 
called Indra ganas. In Kannada, 
without, rejecting* the first two 

U II - 

bha-gana 1 

1 1 1 - 

na-gapa ! 

rows we get (ma-sa ga-ra-na 


ga-ta-sa la-bha-na la) eight units 
which are called Visnu ganas. 

In Tamil they come under‘murasai. 


c) The four-lettered unit called pratistha chandas. 


U U U U 

I U U U 

U I U U 

II U U 
U U I U 

I U I U 
U II U 

II I U 
U U U I 

I U U I 
U I U I 

II U I 
U U I I 
lull 
U II I 
I I I I 


These 16 permutations are called 
Bana gapas in music with prefix 
of a iaghu where a unit starts with 
laghu. In Telugu, rejecting the 
first two rows and prefixing a laghu 
where a unit starts with laghu we 
get 14 ganas which are called 
Chandra-ganas. In Kannada all the 
16 units with a pre-fixture of laghu 
wherever necessary, gives what are 
called Rudra-ganas. In Tamil these 
come under'nalasai.’ 
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16 ep>t3?tCPoot:p5^. o$j^^<2> 

A«!T®o^ SS:ood:> e5co^ ^C5jioo ej>^^coo^o5. 3€D?t>^ S’® 

^otk>SS5I6®^ 2)<i-® SS:oo<!5:) o5a)2§)oO^ ■C5o^?^cy® 03 £DC^t««3Pcoo. 

^€)'3oJ^SS5Se» oSJJ’^'iSooSo SSxioiSi o5iJ2^o-2^ ^^5^^ 

«cy>e^ i3b(tt«cy>ootJ»J3^. 3}3 ‘fPo^.’ ^2o^5So SS>oa>. 

?}'tj T^oos^^Jb 


6 «CT®^I ‘t 5’ toSS^a »ot«Jo 

5 «CS«^2 ‘s’ «C3Sja tiCo, 

4 SP“(de> ?^CT®SS ‘-CS’ toSoS ■&&). 

3 «£;y»Sl ‘«S’ feSoS ■Sesb. 

2 «ct»SI ‘b’ toSS 5 » ■&»:. 

So-S, btSbS", (S, bj^ - ©"jSsPb tJb 2*^05® -&«'&)& li50£:b^. 
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The mStra-ganas thus derived are given the following symbolic short names in 
music: 

a gana with 6 m2tras-‘cha’-gana The first consonants of panca, 

a gana with 5 matras-‘pa’-gana catur, tri and dvi-indicating the nu- 

a gana with 4 m3tras-‘ca’-gana mber are taken as symbolic na- 

a gana with 3 m3tras-‘ta’- gana mes. 

a gana with 2 m3tras-‘da’-gana 
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^11 Sc^io 

{53-aj00«©0-a5 'Al^ a> 

^,5^® s3'^{5oiS^ "SsjoiSj SCcS^ ^ohi$ ^i^^oeajo^ 

SSdoSo CKj JPSSi£3*d dio«S'^ ^S^o-^jc (a^^S'S: 28 

0'ii(^^J? S^Sooc») gcpo, 

paa, «©($, epo, 7r“a»a SSj'tj^es:^ «n>Si.^ Svr>0j;3 ‘ia?o’ 

sa© o©noQo t>e5« ;3«^ w^eso ssoaist^n^ g^s^a©, ^ssa^o, 

3J&?b, ePo^«iiP5., TTS ticV 0©5j»o-§ 

§^^3 s'^spd s^oSj M^a© ?r'e»j<fc©a. ” ^ 

SJ^^II 00452^ SO^oa^ ‘^2;«’’ SiS^eo, dSb^i©, 3^?^, ePO 

•ssjasis 6 ©olp ^©A^ •3T',^s§' 2S) ©a© 

sa^oar® gr»»aa wa 

Sr’cr* 6|'j©5aaat^ ©a^s^jp©. -&, S2td3ioa^§'©3 ©a^ag ^ajtjo gaaao 

cfooa. aoA3 acp^gg© a»a^ ib 5 ^ 2 ^ogo”ap>, 3 -& 

aasbD^o ^?5 sjep 3Sy^oa. ^ 

‘2(Po ePto 7rc»o^a pa£Pa’©«Si ^a.cSir» 

■^.yKf^ep £3ig^8 a©-; ^s»aoocpa- ij^o^Se’ 

-(4 ©CP^- 144^) 

aja (^©as^ ^s®apdsj»'^^ ©a ^g© z^st5 dcp^ao. z)is^i 

Qu^^iS s»©^ ti^&h -Sogocajog© (^l.g. iroo p. ) cpcpi§) a,3 f«go 

p?5 S)epa;^ 3o»|<ap>’ ©sPj^aj. ^ 3 ^ 0 ^ ^^©a^ (spacoae^a pg^cpeo 
7 3a^e:<i3. 5Pti^ ‘cp 4^(T>3^’ 2^gt3 3aj<n>opeo ©^a 
3a_^a<j3. aagj§)e», ep^g^dsaett ^ aa^©a^a ©3a©t3g©t3 ^go^a ;Sg5P^_;^ 
3d^^©, a©A3 g€P>^gc© sptSgoi© ©a©30 5»ooa^ aa^a 

ajig a©A»c© :>oii (a^ea© ^a:. a^eoTP doxoo 

■a4^§'©'6'^ M^a©. -gi ?pa© s»dS3. «« («©ag^gb sjpgjraa 

aa^s®t© 'aaa ((!.«. 1402-1407) 3 a s»a»^e>os^g ap'cpaocS 96epa^ 

jp^gccpa;^ sa^^ap ‘S'as^TPg a^dc5^d/\a gaga.©u-3©3 g© 

T^-Sa’ (7 aa^©) ©p^^aj. -g^ ga gy^j:* ‘a_^oeP.^^0cs3^-aijoaj gcd^T’ 

©asoa^ ©ep©t5 Jipa‘£> ^oa. '3g?p>a.ai ejon»g©epot3 soj^^a a^^rpao, 

t» ^j^a.^a caaoa^atpoaj exstpcs^ aKoaotiaA«ao ^psoaa© ©■^a ag) a 
^aoa©aaAa acapc©. ^ ^ 
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Verse 28 


Tr: Just as gold affords us pleasure in the form of ornaments of different 

types and names, ‘dSsaila’ composed in any of the indegenous languages spoken 
in the countries of KarnSta, DrSvida, Andhra, L5ta, Gauda, etc. (languages other 
than Sanskrt or Prakrt) gets mentioned in musical treatises under different types 
and names and affords us earfuls of nectar- like pleasure. 

Com: The author says that SangTta S3stra has recognised ‘d£saila’ (el5 

in different regional languages) in Kanna4a, Tamil, Telugu, L5ta-bh3sa, Gauda 
bhSsa under different types and names. The use of' 3di’ in the verse meaning 
etcetera should be taken to have been intended to indicate other regional languages 
too. In this respect there seems to have been some unstable conditions. S.R. 
delimits ‘desaila’ to 5 languages saying thus: 

‘kamSta l3ta gaudSndhra dr3vid5n3ntu bh3.say5, 
des5khyail3 budhaih panca prokta manthadit3latab’ 

(4-114) 

Our author, though he has mentioned the same languages, has added '3di’ 
(etcetera). Pottapi Vgnkataramanakavi (c.1700 A.D) posterior to our author, 
mentions the same sl5ka but with ‘Slassapta vidh3 jngyS’, making the number of 
languages seven. N.S. mentions 7 prSkrts undenr the name bh3sa-s. Although one 
among them is called d3ksin3tya (language of the South) Telugu and Tamil are 
mentioned only under vibh3sa-s. We have to take it that musical composers and 
rhetoricians have been recognising more than these 5 regional languages. This is 
the change that has come after the composition of S.R. 

An ingot of gold at home does not afford the owner any pleasure until 
it is made into ornaments. This idea is not new. VinnakSta Peddana (A.D. 
1402-1407) in the 9th UUSsa of his work K.A.C. (9-7) says how can one adorn 
himself with gold however much he may possess unless it is made into an ornament. 
Similar is the idea in our authors’s simile ‘like gold becoming an ornament . The 
main idea to be taken note of here is that indegenous language came to be 
considered valuable like gold and compositions in such languages were considered 
similar to gold ornaments. 
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02:oC5^C5'2a^ ^5e5e^C5“Sj^ s^eSo. 
^o?lo3T® ^5t5 ^5-C5^ J6^^o5e:^^;5jj^e>. e£)odi:)^^ I 6 oAd 

S)eP'0£OO<55o ^CP £)€P^^5d5oei)‘i[5 ^ohi3 i5Z^ 

^u^i3^'^od), ;^oA^ t^cp^5:)cI (^I.^. 1134-43)^ J)ep 0 eoo 

^s:»ex>, Sc^Tjo^S:) rbQo-^ ^\^o CPO^^ 100 ^s^ex) 

So3^o 5. S>dd^e> SS:>ip5r^a:>^ (^1. 1175) S>oA<^ 

^5o!fl;®o?T®^, ^5)^S:>c51)iiP6o’S^ I 6 o^AS>orp; 6 :» £)€P 0 eoo< 5 o 

6€P^^6o (^l. 1230)S^ 356 £)€P 0 eoo (!5 

"^CPo:>^S^£od 2 _- («0(55^^ S:)€P ?bdo-2)3S^^oc?>^ 

SS5^ 'S'^e;^ ?b 0 o-S) ^l^d> £)eP 2 )^Sio 

V- Ql-» cL- oC o_ ^ 

^^007^2^^ 3®dlr®®. §^o^, 

^£DO(5i3n5SS:) ?bOo-^DSj0§;5 34 ^eS^o eSJ^C §^o^, 2)SSdoS3eje^<iiboa). 

TP^o (^t^oCPoTPoS^tS SeogTP^o e)^?)o-CS^^oicoo 5 . 

(^cooCiPorPo £P^ ^^di)o. ^oo, e>o?^^ex>, c^tiSb^o:), 

■S:od52_^ ^d5:>SS:o SSo 0 e:oCPo:> 

"30^^ 5s^ex), ^cSi)SSJ®o:)^^S ^CSo^^o:. e)^3o^^a:). ^CPSP 3 irp^§ 

CPTPeP^^^ ^dSoSSJ^eo £)S) 0 ^o?:pa^ 

02 ooc>^a:> ( 2 ) 0 eooCPo:» SS:a^£^ SDcpex). 

iSeooCPo:) 16^ 6r=*^5^ CP^S^ 

V» oJ K— o 

3)2 ^22 :Sp>Ji^en ©2 &r>c» epotJ»&. £)er>a 20^250 

£joC5°o 22^23 sp 2 "I tJ®^ 2 £:ocs®o 2 "^tSo. '3oiSo Cs®oSo 

20 lc^ex>. 2 oAeS 5eJ«^g5o^ 20^25 ^2£:oq5®eo 8 + ts® (2e30CP03 24+2(21^ 
0 ejoO®eo 36- ‘203^0 68 32^£3d2^. a) 2 s®S 2P»e)M2T'ii [22300®e33,7, CiJ» 2 S 

[22301$ ^C3»03 62^2. 

S)ep 2 $o§^ 2 ^$) 6 a®$o. «j«^?io, ^s« 23CPA23'^ ¥°C^o, 

g^C^o, CPO^gaS^o '333$2^2 ^bCT’eo ojo$30^ 2^o223$«r>OL)3. 2 oAftS C«y»j^Scp 2 ^ 
es232do2 S)o^ 2 $ 2 o 5 ir»^ 2c$3230, ( 2 S 2 a» 2 l "^Co, ©$^ 2 $, [^cso es"^® 
6^r>^ai3. epo»l^ ?v>2[2230 60 $. JDo 53 S'® "^oi^ >C 3 »^ S 3^?3 2 n»a 3 , 
23X'5*Sp>$o 5^ ‘Soi^ 2a»03, 2 ^®^ 2 ro$o^ 2 a 3 -»$ 3 , sd 5 ®>$o®^ 2 .gd "awdo 
162J3“e33. 'ScotttS 3d«c®^2 S'® 2C5»eo es23(^2S^ ^d2 %30$$jc3S307? 
6 oC»®. tj 'SoolS «23g |2 <SP“«o ^cSSr=®. S'® "SoiSo S^noS^® 226 2 l 3 X»$o 
2 CT>ej 3 2 o 2 o. 2 ^^ >$oS^ 2 $o 2 ^ 2 P 2 p>o§So 7 ?' ^oi 7 >®. s 36 ^>$oS ®2 
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The present work is conceived as ‘Sankirtana Laksana’ and not as either 
Trabandha Laksana’ or ‘Pada Laksana'. Composition of a padam is touched upon 
here only as an adjunct of hymnody. So some difficiencies regarding the science 
of music are inevitable. Ela prabandha or ela padam is an ancient mode of 
composition. S.C. of JagadSkamalla (A.D. 1134-43) is said to contain more than 
a hundred slokas on ‘elS prabandha’ and 'karnStaila’ is said to have been covered 
roughly in another 100 sl5kas. HS is described briefly in S.S. of Haripala MahTp5la 
(c.l 175 A.D) andS.S.S. of Parsvadeva. S.R. of Sarf\gadeva (C.1230A.D.) mentions 
356 varieties of ElS. Our present author is speaking of 'dSsaila’ in so far as it 
concerns him-without saying anything on the general charecteristics of 6la. Since 
'd^saila’ is just one type of ‘ela’ it is necessary for us to know the concept of 
ela at least in a general way. Hence some explanation is offered to the reader here 
in this regard as also under the verse No. 34 where ‘nibaddha pada’ is dealt with. 

Music framed in dhStus and prabandha afiga-s is called nibaddha gana. 
The jati of a prabandha is decided by the number of prabandha angas present 
in it. Again prabandha-s are of two kinds, namely niryuktas and aniryuktas. Those 
which are regulated in respect of items like chandas, tala, angas, dhatus, r3ga, 
rasa, bhavSa etc. are niryukta prabnandhas. Those that are not regulated in respect 
of the above points are aniryukta-s. For example ragalapana has no regulation 
regarding any of the aforementioned points, hence it is aniryukta. Prabandhas are 
classified into three groups: (1) Suda (2) ali and (3) viprakirna Prabandhas. Suda 
prabandha-xs are a particular group of prabandhas sung with one of the seven talas 
mentioned as suladi talas earlier. These are^'suddha suda'-s. These are called 
'sudastha-s also. Those that are located somewhere within the range of these suda 
prabandhas like ela etc. are called ‘ali prabandhas’. ViprakTrnas are those that are 
different from these two groups. S.R.describes 8 suda prabandhas, 24 ali praba¬ 
ndhas and 36 viprakirna prabandhas- a total of 68. BesideS;there are 7 salaga suda 
prabandhas. 

Elapadam has an exalted theme. Munificience UySga) popularity (so- 
wbhagya/lokanurSga), heroism (saury a) bravery (dhairya) and righteousness (dha ■ 
rmikatva ) etc. are praised in this composition . It has a fixed number ot padams 
or units with a name, a life force (prana) and a presiding deity for each. It has 
its specified procedure of singing(ganakrama). Ela has 5 padas or syUabic units 
in each of the first and second lines, 2 in the third, 3 in the fourth and 1 in the 
fifth.The total number of padams or syllabic units is 16. The first syallabic unit 
in the first three lines should be of two parts each, with aUiterattion. Gamaka has 
to fallow the singing of this first syllabic unit. The last three syllabic units or padas 
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seso 6oa®©. SSjoS, a^dSj, gos^e), ^Sd«5»e) 

SSj'S sy»t3^ £)5® S.2 CP^oS* ^c3i>SS:o. SJS)(«:3'o 5»g es&sS esJ3«K«S 

e-gt3 ^iio-CP®. 16SC5»e);5j 'doS^ipQ gr'J?> ^^SSo es^S 
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■Cir'Io^txTT' escoa^ SDeJ® 02oo45o 1) dc^SJ^o 2) (^JSo 3) ts^^o 

SbiP>£b0 (dqyxifcSo 2?iSboa. t3eSji:g£S5go?P ^ST'd ^'Sa 

^^CPiSioo llSba®e3 SSCgi 6c^!3®o^ d®C3®oS 12SS SdSo ‘‘^O'^Sgo’ ©l3 'S'S 

C5®e2bSSS "Sblio (Soeb i^J^Szod^S d5§ |^C5®e>gy® e^CSPoo 32^0 

d3. r;®;5 ig^oS^ i)t3^ d®tJoiTo©. S'© 3oiSo 300^5^ SoSSSSolS OSSO 

Se5(Sc3SioS® S'© 3odot3^ SooaSJSi7»^SoS®;5j ;biX®5®CPSj_ (^SSSJ®;!5oS®;3i 

^ey>©. «)e:»i! SSiy»doSC»^ S'© 3odot3^ ;Sod?^Jb3-»;3oS*^ 

SSsr'S*D»S5^ ©ooas SSj'^boS^ib d®c®©. aj© £bej® ^SbJ'JS^e^oo. SePSeSo 

MSo, SSr®(So, SS3 o, «s© iJ®eo gs®eo. esodSoS^ P^Bo SSo^Sgo SSO 

o— ^ ' 52. '-®~- «— 

SoTV® 6o:S aaX'i^a®e« «CT®oS* 5 j?«C5®oSbd3 e-g JSttcjoS^ gr»'3^a 

SPCT>SSS. 5 epics'© Stodb a-g PbPlCToS^ gr®'5ja Spo^JSS. 5SP^«®© SbdS e-g 
esP^csoS® gr®'Sja J5o!3»SS®. SsSjP^CT®© ^dS t-g cSboPtesoS® &r®'6^a {5(p»SSS. 

St3 CMCT°axj;3j 2^«fo«:7T» ^SeJSotoo 2© 93 ^C5®©o, 0s®CPoSg©^So©i 
15, "axiSo afS 112 :>u>t3i 2?Sioa. 


aj®(So es'^a 'SPSig 3?yjP3 CS, 5»P5o, eJ^trs, 2D^^P<e5®©S® (gSSooPT® 4gS»©i. 
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3S^cjd3. SSxr>tii Pbo?p^eo aCiPbrp PSiJ®dki d®C3®ogo «>© (KSpo-j®©.) ©oaSci 

CPa^cSicbOo© 53?^cs®e»-|-l SPtcpoS® a)oapaod| 5 ©P!C5®©o-|-l3Pic30 

l3P^c»o+33?tcj®©i -t-lSP^cso -fl3?^e3o-a^S©5©; laP^c3+lSP^n-»-4a?^C5®©5-i- 3SPi 
C5®©j-|-l3«cso+lSP^oo-aKDap©- aj^© 4gs»©:. es)&©©p«r'©Pj^©i©5o© 3©ig 

3?>^© P7®a»a«r>^aj^ SioP^SSoo©^© ^S7»^3^© 3 405®Sr'«yocoi5. aPSoesdSj 

Sbj€J»aj_©i©6o© '35© ^$r»aiO PiES©diS:SSjo ©d© ©T'l©® ©osp^ ©®td‘^ esd 

4C5»^Sboa. 2)t3S® ©■|£c'©i ©pS® 4gs®op. aptia 'SmSo 2Ocs®©0. 
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of the first two lines constitute the pallava. The fourth line should have a syllabic 
unit or pada mentioning the name of the hero or leader. The only pada or syllabic 
unit in the fifth line should contain the mudra(impress) of the composer (vagggyaka- 
ra). It is enjoined that 513 should be sung in one of the four tSlas called mantha, 
dvitiya, kahkSla and pratitSla. Singing should be started with vi.samagraha i.e.either 
atita graha or anSgata graha but not sama graha. Kallin3tha’s teaching is that having 
sung these 16 syUabic units for the second time nyasa should be made at the first 
unit of the 4th line, caUed'dhruva’. SingabhupSla’s teaching is that having sung the 
5th line called ‘3bh5ga’, dhruva, the 4th line, is sung again and left off. Showing 
the serially numbered syllabic units or padas in boxes, their pr3na below and the 
presiding deity above, dh3tu on the left side and other detaOs on the right side 
the format of 613 can be represented as in the format given. 

As per the format shown 613 prabandha becomes tridh3tuka with (1 )udgra- 
ha (2) dhruva and (3) SbhSga. S6m6swara and others who considered it caturdhStu- 
ka said udgrSha shall be the dhatu for the first 11 syllabic units and the 12th unit 
should be sung with ‘m6l5paka’ - different dhStu. There are definitions for the 
ten prSnas indicated below the boxes. They have to be followed while singing. 
In the Pallava of the first two lines, the first two units (3 and 4) should be sung 
in vilambitamSna and the last in drutamSna. Similarly the first two units ot the 
4th line (dhruva) should be sung in madhyamSna and the third unit in vilambitama- 
na. These are the regulations of 613 in general. 

El3padam is of four kinds namely (1) ganaila (2) mStraila (3) varnaila 
and (4) d6saila. Among these ganaila takes its shape with the three-lettered gana-s 
familiar to us. Five ‘bha’ ganas plus one ‘na’-gana per line makes for n3d3vati;, 
five ‘ra’ ganas plus one ‘sa’ gana makes for hamsSvati; five ‘ta’-ganas plus one 
‘ja’-gana makes for nandSvati; five ‘ma’ -ganas plus one ‘ya’-gana makes tor 
bhadr3vati. By modifiying these ‘bha’,‘ra’,‘ta’, and ‘ma’ ganas 93 varieties are 

obtained. Other types of modifications yield another 15 varieties. Thus ganaila 
has 4+93+15=112 varieties. 

MStraila also is of four kinds with (1) rati ganas (2) k3ma ganas (3) 
b3na ganas and (4) misra ganas respectively. These gaijas have already been 
explained. Thus if three lines are composed respectively with 11,11 and 10 laghus 
consisting of ratiganas, it is rati-16kha. If three lines are composed respectively 
with 22,22 and 20 laghus with k3ma-ganas it is k3mal6kha. If three lines are 
composed respectively with 33,33 and 30 laghus with b3na-ganas it is b3nal6kha. 
If three lines are composed respectively with 44,44 and 40 laghus with misra ganas 
it is candral6kha. 
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ELA PRABANDHA 

Visamagraha Pallava 



(I)-Bm?jgpn (Z)-BAnjqa (elBSgqqv 
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16.Sucitra (with Vaggeyakara mudra) 



«cy>o ^dSiSSioS®^ SdS5SSJOS*» 5»&toS SSO ?^iSoo 

&o^£) ^"d o. goii>S^ eso^^SpoJSdS^dSjo 6,7,8 e^g^CPoS^ 6otjoo^- 
(6+6, 7^, 8+8), 29 sseso d®ss-2ijASj. sr»7v» sja 24 {js'S’eSbofi^- 

Sjog ^■?o. 5 ■^g$r»2a.^ gr»CjuaoeSjo6^ w S}a(l) g<g~^^ 

(^2) er’ioe} {^) 7r‘'5o (4) wo^o (5) o esS Scs'eo. 


§cpS o : *Sl ^6^ oSxsp!?S)0(S. &^) 12 *; 

atoA©i'^ 4 Sli-\ofi. gCPS e;^ ;J3S£r»aoS^cS3 ssS JSi(5''-?o3^ 

iSrotooa. iSjog, gos”o, a.g sr’i*'o«5^ 

£>& ^otijJSDO. aSjj-S” sso^. ss& JDtj'od. acdSbS^ sj 

■ASSar^iSo cigo^aS. S'^Kes^o^S iSiJ^gD S:S£)^Soai' lj^2i;.8«P3i'3, 

ab a.g 8ga;5 Sct'So ssaSa^^. 

?3°aaS0”edSbsjgb r\ss^Q^dii^o ai6a:e^o. rT" 

gpg^aSiijj^. 57“^ ^diiePsx>. 

(a) 1. SPC3»as«: 5i3KCT»e»+lastoo. o^cr>«o. aSioSap^o. 

2. 3«0^as©: 5gKCT»eo+l;5itoo. SpoS^ocp?^o. a^dSj«5®«o 

3. a3oo»SS©: 5©«C5»€a+l2s«e9o. ssj^oas^^^gcp^o. (S3€J»«?o 

4. j5(p>as©: 5aSj^cy“«o+lc33j?<E»o. ggo^cp?io. gos®o er»^o. 

(ssx»(©e3 ^gj^TT® siS ^gsSio^® d®D»^§ 23, 29, 29, 35 

ccsasoj- ©&5aSi€r»;sj^go7? ^"3 asj'(2_»e» 2?€j®oa>) 
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According to Nandi school 5 ‘cha’-ganas plus a ‘ta’ -gana per line makes 
for Indumati, 5 pa -ganas plus a ca -gana per line makes for JyOtismati; one 
-cha -gana plus 3 ca ganas plus ‘pa’ gana plus ‘cha’ gana makes for Nabhasvati; 
one ‘da’ gana plus ‘pa’ gana plus 4 ‘ca’-ganas plus 3 ‘pa’ ganas plus ‘cha’ -gana 
plus ‘ta’ -gana makes for Vasumati. Thus these are of 4 kinds. 

According to Arjunamata the afore-said NadSvati and others become 
4 kinds by breaking up those ganas into matras. 

According to Dhananjaya school if the number of matras are observed 
instead of ganas in rati-lekha etc. spoken above they become four kinds. There 
are another 4 kinds here . Thus Matraila is of 20 kinds. 


If merely the regulation of the number of letters (varna-s) as against 
the regulation of ganas or m§tras-is observed, it is called varnaila. The bifurcated 
parts of the first syllabic unit in each of the first three lines may have 6,7,8,.... 
upto 29 letters. Thus it is of 24 (29-6=23+1) kinds with these lower and upper 
limits of 6-29 letters. 


Now, ‘d£saila’. Named after the regional language in which the ‘513’ 
is composed, it is of 5 kinds namely (1) KarnStaila (2)LatatIa (3) Gaudaila (4) 
Andhraila and (5) DrSvidaila. 

Karnataila: This is the most important of the Desaila varieties. S.R. 
devotes 12 slOkas to this variety and covers the rest in only 4 slokas. KarnSmila 
has every one of ils.three lines embellished by alliteration at the beginning, at the 
middle and at the end. It is sung in one of the tala-s mantha/dvitTya/kahk§la/pratita- 
la as is the general rule for £la-s .Mostly kama ganas are used in this and we know 
they are only the three-lettered ganas famUiar to us. Nadavati and others spoken 
of under gafiaila take their form with these three-lettered ganas. So these are treated 
as one kind of KarnataUa. Under this category the regulation ot gailas is iftmited 
to the bifurcated parts of the first unit of the respective lines. Thereafter the 
composer has full freedom. But the raga and tSla are fixed . The followingt are 
the dcaiils. 


a. 1.Nadavati: 5 ‘bha’ ganas +rna’ gana- takkaraga, mantha tala 


2.Hamsavati : 5 ‘ra’ ganas +1 ‘sa’ gana - Hindblaraga, dvitTya tala 


3. Nandavati: 5 ‘ta’ ganas +1 ‘ja’ gana-Malavakaisikaraga, pratitala 


4. Bhadravati: 5 ‘ma’ ganas+ 1 ‘ya’ gana 
(In terms of matras these are respectively 
the matrailas according to Arjunamata). 


- Kakubharaga Kankalatala. 

23,29.29 and 35. These are exactly 
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(b) 5®© 2 S«SSibCT»e»+l eStoo; ^C3»£S^;Si(^ ' 

SSiX'g* ^CP^i 45i>:i>«cy>ew+lQa «cso; ^d> Q& 

§y»C») Zom^di SSS SdSjJSjo ( CP««r»0SS:oeD SSJ^D^). 

(c) 5®© "Soesj ^C5»oSo 4 s:»SSi?^cy>o ■5®^;3 ^otJ^coo. es?'S» 

SSjO®^^b(^JSo. ss:xr’£®d^c»5l 8 s'iio^es^eo. 

■S^Sii J>Oc>J5S§ 3b^;3 iT»«srcn>ex). 

(d) Si^Q'^Sp: 0S iPCP^I 4 S»SSj»CT6e) ■5®SSr^ ^CPoSj ;Dc35iS5o‘=’- 

«£, SoC»JSS^ SSS CP«€?»rex>. 

(e) 5®® ISoeSo ^CPoSo 6s«SSj«CJ»ajH-l 'cr>Ci^cio -5®^^. 

>ao6^ 8 s*2bKCT><a:. JSkr'J&i &}£> SSJO^^OCP^ 

cpnaro-croeo $(p'SSS§ sss. 

(f) SSiT'JSoj^PCP^^Sj 5 S';SL->?iCT®e»+ lGS?^no4-l S'?S3«sr3‘=’ 

6oC®©. «i)^£lo ^C5»'^ -CSoatS^OftSoSx) ©tSaJSS^cco (zaS S®2Si?VEr»<^ 

'i 2diir>^©). Spcpo aacS® sSiT-'tto 3f»n»o ©acs® sSir^<S^ 

©’Co S5 SSj^k»o?:o ©ao sr“6j^ && ‘'SzpSao’ ©©Sjocasjotxia. (-J^-e 
V SS-'O© 40, 41 oicj®^© ssa a^ofi). 

ePoTPtr’oia |g»S^©so: epTo©^ ^C3°osr»^^^So 6ooaoa. CSSSzo 
5*©:. TT’a©^ SSo 6o4^oa. S>ex3 

a!7>^;3 ^SSjS CP>n»oe'©j, e."^©!, ej»5r>©0 6otJ»a3i. p»©S€:><S^ 

6o£liSj S'© O^oj ejPoJ'ai ziS^fS^ea. 3»j^© ©©oSo ©:>/\S>^S 

«)^C3'©3 ©ssr'©'& S'© ©oa3i;o€j'^ ©7»(^o >ao £-^<^3 

©Sji^aA® sl’i^sjSoi&ioa. •. « 

"Sotto € 9 ©o[d'© ^Sjocr> JSjJ'fi* d®ao€^ es©:;©^© 60S, 

$^7T»o> e9©i[>©<^ gy’^S, ©«© ©'cp©2 (Sii^gon* ©ad^a cir'©'^© sp'^So 
clb£fo©ioS ©"S©^ «?>« cr'«-8©-6d-©^ ^©cr>a ©cSSsSSjo SoSg 
©©.dST*^ M e^g^cso ^oSa ^SS"^©’ ©J^ifcoa. 
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h.Sulekha: The first two lines have 2 k2maganas plus one ratigana each 
with aiiiteration at the beginning. The third line has 4 kSmaganas plus J ratigana 
v.'iih alliteration in the beginning and the middle. This is called ratilckha too.RSga 
and tala are fixed as for nSdavati. 

c. K2mal&kha: The first two lines have 4 kSmaganas each with alliteration 
at the beginning and the middle. The third line has 8 kSmaganas with alliteration 
at the beginning. the middle and the end. RSga and tSla are as for Hamsavati. 

d. Svaralekha: All the three lines have 4 kSma ganas each with alliteration 
at the beginning and the middle. RSga and tSla are as for NandSvati. 

e. BhadralSkha: The first two lines have 6 kSma ganas plus one bSna gana 
each. The third line has 8 kSmaganas.All the three lines have alliteration at the 
beginning, at the middle and at the end. RSga and tSla are as for Bhadravati. 

f. Chandasvati: If all the three lines have 5 kSmaganas plus 1 ratigapai 
plus 1 kSma gana each, the Sulekha becomes Chandasvati.Similarly an extra 
kSmagana in each line makes the other varieties also chandasvanta-s. If a unit 
equal to the third line is added either at the end of the first two lines or three 
lines, then this extra unit is called ‘sikh3padam’.(This concept occurs again under 
the verses 40 and 41). 

LSta, Gauda, Andhra and Dravida 5l3s : LStaila has alliteration at the 
end of the line. It has many rasa-s, Gaudaila is devoid of gamaka and anuprSsa. 
It has only one rasa. Andhraila has various types of gamakas, rSgSfnsa-s, rasas 
and bhSvas. DrSvidaila does not have alliteration but possesses many rasas and 
bh3vas. Other regulations are common to these along with Karnatada. But in 
chandasvantas a fourth line is composed in excess. 

If there are four yatis in the form of padaccheda in each line and 
with alliteration in the third, fourth and fifth lines (the I_atter two covering dhruva 
and 3bh6ga) unregulated in respect of r3ga, rasa, riti, vrtti, d£vata etc. but 
following varnaila in other respects, it is called ‘vastvaila’ (Vastvaila has 
regulation of r3ga, rasa, riti, etc.) 
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0£oo<5oe» £j 3“ S)q5®e»n» 0o®j^2£)O tii^ 

jy®t3^ ao(«lj»oCStto S)C® <Jr»JSj®JS^ ^oo S)e^C5C5tto ssOAoiS^ CJoS 
Sn:S:.^. ao?l« 0€r>^2cr»»§ J5o0®seo’^ Sto uS^IXSSSjoOlT® 

«^e) escco^ ^C3®SSQ 3:i^£:doa. &al <iP^e5A^5 ^ToohiS 

JSSSidSj^Oo’^ ^C3®SSS "Scbii) 2r“£3® 3Ji^2ooC» «Se) SS^sJ^oS. 

"Sodotia es^JbOo-a S)e>^ d®cy>^S «jCa &oi:j^ox>. 

iS"^^ d'dS^^cSSio ^i^JS'Cpoefc:^. |SS tr>a^oi$oB^ «;i5g 0CC\J®«O. ejtJj'S 

SoS. SSoSi KctSS7®(^o ScSSiSio ^dSj. ‘SjePSS CPaSbS^ 0®5P£). 

eptoi'^ ^oSj’oiiJ'^ e9^1)(^J5)5^ Sr®(S^3 &oioio&. es'tJo'S oJ®'^c31) 

S®s5 SJ^doS \6Qcio ei)5r®?lJ3®«3bJ^n® 6otjJod. ;d®dc3 ajSSo^o 

acSSr®^© es'^a A®;3|2Sbo- (^ohei htS 022c3O, 

asbdb>d5o 4«>d- 130, 131,132, 133, 134 ^). ^ ;«oq3®«j 

S)o;b) (1) T^&cg&gor!® dsft^o-csdo (2) s^n^otSo^ ;ijb2 0<3 j'®?\o 3s^5o 

(3) sospaS nc^, ;s5Sdbibo^d5^stoo ^^bSosesA^s e50-3T>ea. SioAeS 5ft?»^22o 

^4-31 £)eP (SsjodJo ^Sc^ebgSb^ S7»iSo £De)?*S "S^SigtS ts'6^ «r,5^e) "SodSo 


d^C5»^ (12 «CT>ei2) gjodi^dbo^^ 5+5+2 SJS'ewTT' S^SSfjgdo-CiiSc £sSAo5. 

-^S3g©S; es.’SjSeo^^ gs^oj esCocs AO^^bdSo iS^S «J2o4? ‘©dbSy^'F’ s®SS^o^ 
12«ct°o (tS’g^) eScp^tJ (pendent) es^Ssod eS;"®?!: .SdS'Soogio 

go ‘Sib^eo’ ^eSg ‘©db^o’d^^ir® a}€7»c4-3 CSj^Jb^cj®©^ 

a3“?8 3(d ^^SdSo esiJSejd ^od'-Cbj. s(S_^t3l J35-C3dbo ■CT’oj. 
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E13-S have been of many kinds. We may think these have been 
collected together and general norms for £la establisnea by the time of S.R. S.S., 
a work anterior to S.R.says ela is of many kinds and gives only ‘ganaila’- nSdavati 
variety. S.S.S. posterior to S.S. but ateriror to S.R. gives only a ganaila without 
even mentioning the name of the variety. According to these two earlier works 
each line of an £15 has 6 ganas. The first three lines have udgraha. There is 
gamaka at the end of each line. Then comes the pallavi. Pallavi has no regulation 
of ganas or mStras. The fourth line should have ‘m£lapaka’. Then comes the 
‘dhruva’ with the hero’s name, followed by the last line with vaggEyakSra mudra 
and 5bh6ga dhStu. The procedure of singing is that after singing 3bh6ga, dhruva 
.should be sung and nySsa made. (S.S. gita prakarana; S.S.S.-4 adh- 
130,131,132,133,134,sl6kas). We may note that these works view £ls as (1) 
caturdhStuka (2) with gamaka at the end of each line (3) without regulation of 
gana or varna in pallava. By the time S.R. came the view that ela is tridhStuka 
seems to have strengthened and the two lines with 6 ganas each (2 x6 =12) 
have been rearranged as khandatraya with 5,5 and 2 ganas re.spectivcly. 
FoUowing this arrangement, perhaps, Arunagirinatha in his Tamil work Tiruppu- 
gazh’ composed ‘Viruttams’ with a pendent called ‘longal’ after every 13 ganas 
or seers . In other’ viruttams ’also he has introduced this balancing unit. Perhaps 
this must have come to be called a .sikhapSdam. This introduction is enough for 
the present. 
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29 


So.ii £:od;S:>dS Hiiozii, Si 

uodj 3d3SSjJ, CSJ'^SiSSSM i!5d5«y®M;SiSo 
jooOoujJSc tJdS Sa* 

asr 

c7®od5ioSocS5 D®^^g dSiSj^ciSj 3®li^ii 

(^025®^ ©iSuS S£52Sj‘^a ®C3®ejn® 6oooodSo'£j 

j^^seso, SttoijsdSo, csr'csoo ©15 ^tj^‘?’^;3^;3i5S>eo-a gaiSjeson® 

6oioood3a Sd3 £>£3 3©d53SSP«§^So €5f®«£l^2 ©^j_cS33 S^^Co. 

JJ'^ii'SiSig 24S45 ^o JSg Soaoiio, Sao3o S>i£i^Si tso'ti wPSSi 

sj?s^ 5®£) (§c3sr»si5^sr®^ £)3 Spa'S ©oco^ cpoj, ©a-aac <&o^a ‘sao.’ 
a^s^Seaa ‘«go,’ ad'CS'csSo ‘cpssi’ ©"S (>saagso 
Soas^ao ‘cpssj^go’ ©otpib. spaoa^^Stpg ‘cpssjs’ ©a ©a 

aaaos^o-ajsootjooa. a^s^^o3o saa^a ©a^^cssio. 

-ae aa®e33 'Soaj cs^ew. ae^ao. ax'dSo. auaajo'to aoS^eja©. ar'cai 

o rs CJ o ra 

i5a ?bCa ©a^o a'S^ adSia^o s®a, ©^aaostp^adiiaio s®a ^s^oc® s^aoa© 
s»soocr' ca»aa^ i^a's^a e^o®© 6oSa. 

aoS^esg'^a «^a®© cSb©, «(g^s S)osp>^ ads^ao© 6o'Sa ‘£)£3g 

aa©’. ©Ss®a®©a3 aiOoaTS"^ ©2,0®© sj®d3\3® ©©og6©aeja a®©3 a®c5®o3* 
gpaa aoaa^^ ©aJ3©a3S3ota)©a. aoaa^'Sa ©^cao^^^a© Sa 

26 ac5®e»?p a©a?®^v^;og^ sa^^s^doa. 26 e!^0®©so a3©a 6©'tj ©ep©t3 
gpcb^oai ‘aj^o^j^^eo’ ©otpii). aoag a^© a©a^^3o€'® ^©aj ajtcs®© 
£ba CttepS'®, dS3«CT®^, 3KC5°^ gpCojiSj® a®C3®a§ 27 ei^0®©3 'Scoaeo 
999 e5igj^D®©3 £3®5» 6o^otx 5P“ejaA©a. 

1. ‘txii^Q aa©6M’ ©■S-5®o ‘£:©a3as^^’aoa ^^osaacpa^. (aoa^^s 

aoa©^a3 J3®aj^ ©a^asod 3a3rb2a^c®^a.-> ‘^©ajdaj'd "ti&s* c-g 
s^3© 60a- ^a 25 aoc3®a5 3oa©a, ©©"to a®a®a2 25e^D®©3 
6oo®d53aj_aj®o. a&an® ij®©3?b a^cpolaa e-gato© ©"a a a37»a3 
c5®o 3 ©oiaa^^t© t.g^?bcbs§) 6©tj®ca3, (4a+ia+3a+ l«)’; 16 qg^c© 
Soa dsjd 6©fc©3©a) ao©7P a®€» £r®n®^ gr®ojada aa© ©a 

ar®(3'So ©a© da^S^sp®. 

2. aa caas'® a^a© ©a^s^ao ©(^a a©??®^ adsba^©, aoaa^^, dSid ©da®t3 
3*d®4oo o®o©, a®3 ©da gj®cE® ^otpooo. 0®^© "daiP a;^a<d:^otoo7v> 
t-g di^ ds a^apa 3oao -s^cfc^ aaj®aon® s«a 3©^ S’oa© 
do® at3g 'ddSio© ‘a®0’. ‘>0’ ©©"tj a©^ aao©. ^a a«©(ld3o. 
ada0®(g^o ao5P£ dg; d®aad±>ao© dg, da© adasa© dg gr®gj©<ioa 
©a©a©. 2}a' 0®©adaa3© dgooo® a®o®^^ 0Sr'A©a©ao©b©a! 
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Verse 29 

Tr. TallapSka Annaya made it known for the enlightenment of those 

who are blind to the knowledge (vijhana) of padam that the divers kinds of such 
a padam, (as has been called ‘desaUa’ in the treatises of music) as related to 
Natya sastra are the closely knit vrttapadam, the nibandhapadam and the 
cDrnapadam. 

Com. It has been stated under verse no.24 that a subanta or tinanta 

is a padam. That means a stem with a nominal case ending or verbal particle 
indicating person, number and tense as a suffix is a padam. That which does 
not possesss this ‘vibhakti’ as suffix is a §abda; for instance, the base or stem 
‘rama’ without the suffix of its vibhaki is called ‘rama sabda’. After a nominal 
case ending is added on and it becomes* Ramah’, it is called a padam. The point 
is that which ends with a vibhakti is padam. 

Here musical compositions are called padams. These padams are two 
kinds: nibaddha (framed) and curna (free.lit. granules). That which is prosodica- 
lly framed in or bound is nibaddha. That which has no regulation of guru and 
laghu, no regulation in respect of number of letters and not bound in a stanza 
but composed of letters expressive of a certain sentiment is curna. 

Composition of letters in a prosodical frame with yati and regulation 
of numbe. of letters, makes for ‘nibaddhapadam’. If it is a stanza of four lines 
compos, d of expressive letters it is called a vrtta. Prosody or chandas is 
descrijjed in chandas sSstra as 26 kinds based on the difference of number of 
letters in each line. If the number of letters per line exceeds 26, such 
compositions are caUed mala vrtta-s. Dandaka vitta in sanskr't can have 
anywhere between 27-999 letters per line, starting with 2 ‘na’-ganas and 
‘ra’-ganas or ‘ya’-ganas or ‘ta’-ganas. 

l.The ver.se .starts with the words ‘bandhura vrtta padambu’ Here one 
should not mistakenly comprehend ‘bandhura vrtta’. (In sanskrt prosody and as 
foUowers of the same, in Telugu and Kannada, there is a vrtta called ‘bandhura’. 
This pertains to the 25th chandam which means that it has 25 letters per line. 
Four ‘na’ -ganas serially plus one ‘sa’-gana plus three ‘bha’ganas serially plus 
one guru make for a line. The yati is on the 16th letter.) We have to understand 
it only to mean a close-knit composition of a stanza in four lines. 

2.1n pada-compostion nibaddha type includes not merely the regulation iii 
respect of the number of letters, prosody and yati but the tala and pata also. Tala 
is a familar concept, though not its intricacies. The sa.s^abda kriya in tala-namely 
the noisy stroke with one hand on the other or with both the hands or by snapping 
of fingers-is pata. Literally pata means falling or fall. A composition without 
fixation of the number of letters or yati is anibaddha. This one without a .tala is 
used only in vadyas. 
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30 


^.11 ts>oi£o 

«0 

So. II esottSSijS 2i,<S^o§ 

■^o5*?^«c3Sw^ SS^S^efoo S3d5Sto€" 
^oe3^5SSjj^55jo 

2Sioa^5 |Sd3i S^^SiS^ooOjCSj ^o6j^ 


«r>ii J^^5£3o, ^£30^5 S4So, i^J^^JSdSo J5iP><Sot3^ ^^SiSSSo'^a ^e7®o 
i35^ a}«2. c355-»Cb-5ocy>^;33 «cyo5* 

Scjoexirp^Ss 2Sj^jjr> nepo5^ e>«fceoA®^ £5or5»a®S§QP>3 ena^^St^rp 

esodSoTT® SS^JSo S®/\ 6 o4-7®co 3. (Sey >j^ ^ d^Oe» 5®25too e:o7?>CPSl €r>S 
esu^too ePoCa). 


a^^iiSf'uSj, Sa»^Sl e^g^cj'^ <5oa2o^. ‘^a 

^3^?3o?s6oa w2^a sdSa -isoasj^ ©s sss^a© c-s sgs. ‘-csaso^se^’ 

es'^ qoeS^Cg^^^SjaSoa SSi.c32ir“^^ ^^dSiSSio 6o'^) 

s?>^ ^i^8D s'Saocsao -csoaso^ ©s 3s^tto 

■So5* 2)gd. «DeP SSs^^ SOSSJ^go. »oA«JS5^^S j«oao^ S3 

‘©oa»5a3^’ ‘©e^dijvSitSioa^’ ©73 «iC3®o5^ ^oacr®^3^ 3s®3 cio5^fc|;® 

e3;sp> ts:^cy>^^ ss^o«s^3^^aj. 

SSjo^p^ec pcgeo, c3i>e3"'6^ao KCP^eS^So. -CJ^CP 

SSOSo tw'^^aSSiO^p®^ A*^ 0CPiT»® ^S^'Si5o ©co3oa. 7SaS§)Oj2i,?3§ -csoa 

;i3^d^!3®o3 (■C^oi5s SS^csdoa. ©oaiTStS "Scpotp^ 

£-st3 ©co3oa. t5o«5)^^«so£^ j^as-c^oa^o^ "Ssja® s’SSv^oatij^ "Scotp 6oa. 

s’ls-c^oajij^^r® J3o?<c’-cr>03^3 aoi^^Kbao cptp ^■cr'cp'aS aa^a 

«SCP^© («oao 'icpo^jt^ S^aSSPj^SSo. 3ao?b sa^a £jT>3.e« aoS® D^dSjoS^ 
DSo^S5r?> ©a^SiOo-CPd&a 

aoajco^s® dSid 1^:603 s'ls.'^a ©oso. issb^o^ ‘‘Sj’^^’ ‘ 

©'^ "^05® ^SoS307T® *dS3®’ 6jT®j^ca3. cSoS 

axoao. (>;3a3:. . (S33«io kilo's 5i33 3a3A3 («Jpoa 6ocr»©. 

sa^^ao^ sx'S'^a da® '^da. sojs^^aoS^spA sasT^a oj^a 

da® ajT(®'So 6oa. S'eps^Ao 6oa. 
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verse: 30 


Tr: (Among the vrtta padam, nibandha padam and curna padam 

mentioned earlier ) vrttapadam is being explained. Vrttapadams are those that 
blossom forth beautifully as though gold has acquired fragrance, from the twenty 
six kinds of metres in the form of vrttapadams with aLsaraganas and jStis with 
matrS-ganas. 

Com. The regulatory principle of a song or a verse is its prosody called 

chandas. From the root ‘cadi ahladanS’, one etymology of the word'chandas’is 
‘that which exhilerates’. From the root ‘chadi samvarans’, another etymology of 
the word is ‘that which dresses up the thought like apparel’. Exhileration is the 
essence m both the cases. Musically oriented as this work is the author suggests 
only exhileration by speaking of beauty, blossoming etc. through his words* 
'^andamulai alarucunundu’ (Tel. andamu=beauty; alaru=a flower, happiness, :(vb) 
blossoming) 

In sanskrt the mantras of Rgv6da are vrttabaddha (framed in metrical 
form). Yajurv6da is in prose form; mostly the RgvSda mantras form the corpus 
of SSma v£da attuned for singing. Chandas is called the feet of Vedapurusa 
(chandah pSdStu Vedasya). So it has become one of the vgdangas, a subsidiary 
subject for the [study of V£da. In SSnskrt the chandas of the Vedas and that of 
the secular literature are different. In laukika chandas, the work of Pingala is the 
most ancient. The next work that has become very popular is V.R. of Kedarabhatta. 
One can say that Telugu and Kannada have followed this work to a large extent 
in regard to metrics. 

In Telugu prosody the yati and the prasam are the distinguishing 
features. These are present in TamU undqr the name of ‘monai’ and ‘ladugai’ 
respectively, yati is caesura in the form of aksarasajatya (assonance); prasam is 
repetition of the consonant in the form of second letter in each line. These should 
have come to Telugu from Tamil only. Kannacja observes padavicch£da as yati 
like Sanskrt and there is no aksarasajatyarupa yati; but it observes prasam like 
TamU and Telugu. 
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3iS3?b §;5j^CPa ?b& 

o5a) "Soj^StS ei>o^o, (p«;5^^CPo:) o^^o:i, T^od6x>^ 

£)o<!5o^^^, Sf»^o§^ «^o^ex> 

?^^5:)^co. s^€r“^§ 25r®(^ <if>^ 

5^08 SSJ^^pr>), SSr^(^ S^ooS^ 6-C5^5 ooS2d'3 oS^^SJ). 

eo4$SoTj ?b5oS§), ?b^SS)^ '3o^^ 

“So5o S^5^-CP^5oc5^ e)2§)^o^5. 

i3^^o6^ 'tt6.>. ^0^0 too ‘^S*’ ^^t36o€Pca:>. 

‘%5’ C.S (p^^o s^s bgo 5®^ €p;5o7?>?t*>s 

CwS <^^023^0 (5^^ eft^5o)5^ ^57^^ e5>2§)^oa. 2^2^ too^T^ 

©SJ^lpo a^23u>, ^^2.^2.^ ^*^5(2) 

Ipp^o b^o €p^7?>^ tr^s^ SS^o2>. ^ l3&, ^75 eo 

^oik) SS:iJ^^ iJ^co?b ?iCPo2J)0»ca). 

«J®7! 3^?b S^^CP^^dcr® e)5co^)c5^ ^<i 

iSir®^^cr®o SSp®^^o 2ij^(^?^C5^co 4iTo^coo. 

?^C3Po 5^ £)23^^ >CP€> ■CSoiiSJ^''^ go5P^S aSJ^^p« 

C3Pe)5^ ‘£2®€3bo:) “icb. -CSoiSJ^^S^^^Sr®, iS^-C^o^o, 

jSJ^^C5joe5o <&;3^^caj. ^0(i5^(2)S> ei>;D 

SCo) SSlP^P ■C:^od5^o^5^ ^cpco *2S®&co^ 

e>^t:ik>€Pcoo. 

e^CPo 2:y»pj^ (assboijo^b. s?€J®ot3 ijocpp^ 

^p^0o-u5oo ^!!)i5^£S€Pcoo. 0p^Co 3dS:^iJ^3l ^ex>^ 7biS:>25)e):>(p^S3, 

455:>oP^ 5^© ?bC:iSJ) (Soes o5coS^ (p>?D, 2y^e5^>^:p;3 ?bCb2^oO Sb«^ 

«)€P7? ^o-Cixar® £i®£p©, o5ooS§)ex) SSCSb s?€p 1^ jpdlp©. 

oScCPt^CPo ‘sSoiS^’^*^ Kcy^ejo -CSJ^Stsik^iSbiJ^^oc^ 

u U U= SS^«oo U U I = ^5«no 
IUU=di)too IUI = 23too 
IT I U= ^ntio U 11 = 

11 U= aneso 111 = ;:5«c^o 

S)i3'l ^Qncpos^iy sswcpos t>cb. 
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In prosody, in Sanskrt as well as Telugu and Kaniiada that follow it, 
the concept of guru and laghu is the first item. Shon letters are laghus. Long letters, 
letters that come before conjunct consonants, bindu and visarga and those with 
a mere consonant succeeding them are gurus. The time taken for the batting of 
an eyelid is designated as mStra. (nim£.s5nm5,sabh.y3m anyatarSna tulitah kalah:) 
A letter which can be uttered in a mStra is a laghu. That which takes more than 
that is guru. Though a guru is generally equated with two mStras or laghus it can 
vary: a short letter followed by a mere consonant is only one and a half mStras; 
when it is a long letter it is two mStras; it will be three mStras when uttered as 
a pluta. The Tamil system is different. In Tamil a component is asai; a gana or 
foot is‘ sir’. A gana is formed with ‘ngrasai’ and ‘niraiasai’. A short letter or long 
letter either by themselves or with a consonant constitute a ‘nerasai’; a short letter 
does not occur as the first item of a' sir’. Two short letters or one short and another 
long letter, either by themselves or with a consonant, con.stitute ‘niraiasai’. These 
‘asais’-‘ngr’ and ‘nirai’-two or three or four join together and form the ‘sirs’. 

Like in sanskrt there are both the three lettered aksaragaijas called 
trikas as well as mStraganas in Telugu and Kannada. Those with four lines of 
aLsaraganas are called vrttas; those that are formed from matraganas are called 
jatis (sanskrt has varnachandas as well as matracchandas ;‘matra varna vibhgdgna 
chandas tad iha kathyatg-vittaratnakara) In sanskrt the different kinds of aryas 
and gltis that are composed in matrachandas are called ‘jatis’. 


A three lettered unit is called a trika. Such trika-ganas are obtained from 
prastara of the third chandas which means the chandas which has three constituents 
of guru-laghus. Prastara process: write down all the constituents as gurus in the 
first row. Write a laghu under the first guru and keep others as they are in the 
next row'. Again write the laghu undei the first guru, make the preceding laghu 
a guru and keep the other part as it is . Continue the process until aU the constituents 
occur as laghus. The third chandas is called ‘madhya’ chandas. Its prastara and 
ganas are shown below : 


Symbols: guru = U. laghu: I 

1. U U U - 'ma' gana. 

2.1 U U - 'ya' gana 

3. U I U - 'ra' gana 

4.1 I U - 'sa' gana 

5. U U I - ‘ta' gana 

6.1 U I - 'ja' gana 

7. U I I - 'bha' gana 

8 . I I I - 'na' gnna 


These are called ‘aksaraganas’ and ‘nisargaganas’. 
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s^g es^g^co. w ejjgjCo s»ss-cs3j, rbUs^ 

5»SSCS3^. giSig ‘6 ^SSm’ es^Ssj'S 0i5iSi-C^od5o€r* ^osa^ 2. ‘epifc^’jSj^Su'S 

■Boi^CPo a^lSdSo-C^oeSo^ ?bJb?beo, o5i3?bda, «jii5o5a> oJas €)$x>- 
0^0 0cS;o§® o^^^^S4y®ca3. JficxP'i^cy''© ‘SSoO^JSj’ -iSodSoCr® 

S^csoeo ;S-2^;5JD g;&g Sosp^ ^S)^a. (gJSiOTP MdSP* ^5oC5»^ 

JSosp^ "SJijPbiST* £l®ftS5oa. sj{52_ -CSoCP^ 

fSo^^ 13, 42, 17, 726.* 

S^^eo -CJoiSs g^a> SOOSooCS^. tSiS^ 0o55»^ 

oPKso'Ss a5SiJ®&) 30. '%03: 

1. 6^sS3i, 2. 3. JS>5S^SSx 4. 03^ 5. a30fiJ^ 6. n»d5j^6 

7. 8. es^Si^S, 9. SIMS'S 10. S)0^ 11. 12. csKd 

13. esSes^S 14. «g^0 15. esfi^g^e 16. 17. 18. 

19. ©sej^d 20. g^© 21. 0g^d 22. «jgj© 23. Sg^© 24. Sog^© 25. 
©©g^S 26. 6©^^©. 

S^^qs^cSSjo (15 ©C5®^.)0^ 53 ©J^Su&iSS. 

SoS^^©o£^ SSJ^jar^^csuil^S^^S gr>Cb^e» £3*©5e». 5r“C® SC3®^^. ^e» 

d«CP€»otJ»coa. ^^oS^^©o5^ tsCP^$CS»eo, ft©^a»«D -&« SS^coa. w5^ 

4 iSP'0o Kc5»e>©* giT'C^^o'^a. s5-ss-S-So-J1?i ©iS McToa ^P^Sa SSX»|©eo ?^oS. 

S'® eii&aKC3^o ilaiS t-gj^ ?ti8o2$)o4oaoa. i^?a t3?^cso 6ott0^d3a. 

feJsSr®?^eso es?^ts'acr» ^5«'2Lr> ©*© ©SJaaSg) ©o«j© dSa©. 6©a» 

go^ ©aS^««o e-g^ o2&aaS§5 SSj'^o ^ooaoa. SaftS^S qg^eso J^pcp^oe:*"^. 

e^Mi,c»o 2oa ‘355°^g^’. S55®^5^^a e-gtaJS^a© 'SoS* SSa7'5* 

d»ao ;3’€^>aoS^2 ©^aa ‘as^e^o^’ ©s^©aoa. S5J»^o^^ 

2, 4 d'O®© ©®®?1c50 esPtcj"^^ ©^aa ‘a5eJ*C^’ ©aSaoCSagaooaoa. ©°® 

a«o^ ‘aSe7»a’^’e^g^cso, JSa® ‘agp^o*^’ ef^cjc aota ‘iSaa^aaer-O^’ 

©J§)©aoa. S’® ‘aJ5®^cr»^’ e^oo Sa® a«o^ ‘aa«7>cr»^’e:^g^c^o ^ota 

‘esJ&aa ©5®®8c’ ©J^«Saoa. sjtaa e#{5c 5 05®e». «#Cc^a SSt'iSP So^c^Sa ajo* 
ar»a:saaj. « « 

4+4+4 

4+4+1 - 3+4+2 
, 4+4+4 
4+4+1 - +4+2 

©aA© 6a^^ta sa^a ar'S'Saa dsa© &oer>®. 

1C7 





In the first chandas, a line will have only one letter. That letter may 
be a laghu or guru. So in the first chandas caDed ‘uktam’ the number of vrttas 
possible is 2. In the second chandas called ‘atyuktam’ with two letters per line 
the number of possibilities according to prastSra are guru guru, laghu guru, guru 
laghu and laghu laghu-four. In the third chandas called ‘madhyS’ with three letters 
per line, we have seen above that the number of possibilities is eight and hence 
8 vrttas. Thus the number of vritias goes on doubling in each of the next higher 
numbered chandas. The total number of vrttas possible in all the 26 kinds of 
chandas are 13,42,17,726. But writers on prosody have mentioned not more than 
500. Among these only some 30 vrttas are in use. 

The names of simskrt ‘chandSmsi’ are as follows; 


1. 

uktam 

10. pankti 

19. 

atidhiti 

2. 

atyuktam 

11. tristup 

20. 

krti 

3. 

madhyam 

12. jagati 

21. 

prakrti 

4. 

pratistha 

13. atijagati 

22. 

akrti 

5. 

supratistha 

14. sakvari 

23. 

vikrti 

6. 

gayatri 

15. atisakvari 

24. 

sanskrt i 

7. 

usnik 

16. asti 

25. 

abhikrti 

8. 

anustup 

17. atyasti 

26. 

utkrti 

9. 

brhati 

18. dhrti' 




The vrttadhySya (15 ch) of N.S. has shown 53 vrttas. 

In Sanskrt, compositions in matrSganas are called JStis. These are also 
stanzas with four lines. Varieties of Srya and gTti come undei this head. Arya. is 
composed with ganas of 4 mStras each. The ganas bha-ja sa-nala-gaga have 4 
inatras each. The first half contains seven such ganas and a guru at the end. Ja-gana 
should not be placed as an odd-numbered gana (1-3-5-7). The sixth gana should 
be either a ‘ja-gana’ or ‘nala’. Here in this sixth gana yati occurs after the first 
laghu. In the second half the sixth gana is made up of only one laghu. For the 
rest it i.s like the first half. Such a composition is called pathySrya. If the first and 
third lines of this verse continue into the second and foruth lines respectively 
without break then it is called vipulSrya. If the pathyarya has a ja-gana as the first 
one of the second and fourth lines then it is called ‘capalarya’. If the first half 
has capalarya regulation and the second half pathyarya, then it is called ‘mukha- 
capalarya’. If it is pathyarya in the first half and capalarya in the second half, it 
is caUed ‘jaghana-capalarya’. Thus it is of five kinds. The units of matra-ganas 
in arya can be shown as below. 

4+4+4 The place of yati (caesura) is 

4+4+1-3+4+2 shown with a dash 

4+4+4 

4+4+1-+4+2 
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■&& 

ga^tto 

■&& 

KC5®e» 

KC9 

S>os>^ 

d53©d«ao 

cqp 

1. 

ai3*gj^o 

IbadSjg^'S 

iax»+5s}o.+lao. 

7 

4?te5®€)Sba 

2. 


5*ecS3igj^‘3 

23}o+lar»+23!o.+lax®. 

6 

3«cr>o Saa 

3. 

ajajcps^c 

aaiac»g^^ 

lar*+3go.+lao. 

5 

3«{T»©Sba 

4. 

®o©CPg) 8 aSdSogi ’S 

la7'+2?)o.+lao. 

4 

3nttoaaaaoo 

P® 

5. 


Sacaj^'3 

2go+lao 

3 

2ncr»oSaa 




6qi>^S»o; ^ SdgP>go5'^^ S7'5^;^CT»e)^‘S 3®Kcs (UI) ^Jlcso (III)«» S)<Sot3 
bii^ l?l5ea2^o&i^. sjS^Koo HtxiH^ ^^So. Sr>i5iT>£5o6^^S3 2f»« 

CT^SttCSPo Sb^^aSjo SSr>^^o 6ocr>©. ScSSj^Sjo 2S7«(eSo (i^€» 

d»C3«CD a»«cso5^ SjXoO SS^o Z?&oa^ esS)^ ;5«cr»^^ soS©« 

(«se<?o) z^iSioS).) 

a^SC; SSir»do^ai^CT»e> Sod3 e-^ SJ®{5 ^?^cjo 5® «^Sd5j ?lC3«i5^eo <SSi&T7> 
"Soijo 3^J3®e» (^JoSdSiSSjoS® &r“Sj^ S^SSdS ©S^tfooS. ^CPejj-. 

£^g£y>S^S)§*gt3 j^gCPdSi. ti&T? 6oc®®. (^Sc&d-eii^Sr!® d«d3a^c3S7*jg^Co 
?Ogci^C^’Sr‘ e>:&x> SSoCo es"!? dSbS^iSo |5g^^ 5-Cb^o- gor»£idS5. 

e^cy»^§gtx5S^3SPeiJ >e»^al ^JSiiJ'iiSjiSo. S^SiSgo (^-CSjC^o 

a_^se5^ ^gooto Si50£s6 a^sa s?<aboa. &sl f'oag? 

dSjSa ©oAgS^gj. 

_»0 


A 


|05a: £>S!§ 3;s5?t)5^ J3^ik)g teb. (d«:i>g^'aogoj^s5. 

3*jsa, 3*5a ©S gr“a» "ttib. ;T»e» d«a»e»otJ'caj. 
ajT[«S© ?<C5 »o5® 16 SST'^^oS^ ^T'O^jo^ 

vJoasgg^ JSiJ’JSo ■:Sifocr>^(0og «C50e> Soa t-g e»>aoe3b2k), •^^^g^ 

Ibaa esiS aQaag^eo 3d*j^C6. esoSPao^^S &oQ^?>. Sax'^^o Sba 

caj©. 2ar»e^«£y>o S^a 9ar»(©ew gr»6j (6+9=15) 8 ax»(©o Sba cssi© 
©€r»^ a<aba.^a ©s «sa^g3. 2 ax'C^?ic5oo t^a 4ar'(^o ?tey»e» '3oao 
ej laa loax>s§) gr>6j^ .acp« aifoSc^a e?a) ®ao©biSj, ajaga ibaa. 

>c3»as 15 ax'(©^. ®a^ga as^o ?be^o©o; ®ao©bao a(© ga "saa 
oisi^ijo© a:)©o gooX>gj. l)Cb esoiJ'®ao|^a ^t3o-CX>0j. esa^g© ^tloa^aj. 


Ill 



S=SOi'ya In-Indra. C=candra 


Name in Ganas in Total Place of Yati 

Kannada Telugu 


Piriyaldcare lS+5In+IC 7 after 4 ganas 

Doreyakkare 2In+lS+2In+lS 6 after 3 ganas 

Naduvanklcare lS+3In+lC 5 after 3 ganas 

Edeyakkare lS+2In+lC 4 after 3 ganas 

Kinyakkare 2In+lC 3 after 2 ganas 

Kni^ii^da there is no yati as in Telugu; but prasam is common in 
both the languages. 


UtsSham: Each line consists of seven surya-ganas (ha-gana-VI; na-gana-III) 

plus one guru. The first letter of the 5th gana is the place for yati. All the four 
lines must have an admixture of haganas and naganas; but there is no fixed order 
for them (If aU the four lines are composed with ha-ganas only then it becomes 
sugandhi vrtta; if composed with na-ganas only it becomes Vicikilita or Tarala) 

Dvipada: Three Indraganas followed by a suryagana make for a line. The first letter 
of the third gana is the place for yati. Two such lines with prSsam make a dvipada. 
The lines should be separate and one line should not run into the next. Prasa yati-the 
secojid letter in the line repeating next to the yati place-is prohibited. Palakuriki 
SOmanStha is an exception in this respect. Dvipada has been popular in Telugu. 
If prSsam is not observed in dvipada it becomes manjan dvipada. Some scholars 
approve of prasa yati in this variety. 


Name in 

Telugu 

1 .MahSkkara 

2 -Madhy Skkara 

3. MadhurSkkara 

4. AntarSkkara 

5. AlpSkkara 


Tripada: This is not generally used in Telugu, but popular in Kannada. 

Catuspada: This is also called caupada/caupadi. It has four lines. Bhlmana, a 
prosodist, says that it should be composed with 16 mStras per line making use 
of catyrmatrS ganas like bha-sa-nala-gaga (Ull-inj-im-UU). Other prosodists like 
Ananta and Citrakavi Peddana say that it should be composed with 3 caturmatraga- 
nas followed by one suryagana. It must be embellished with antyanuprasa. 
(alliteration at the end of the line). Yati is after 8 matras. Composing 2 surya ganas 
followed by 9 matras and with yati after 8 matras makes it vitala Catuspada, says 
Appakavi. Ananta and Citrakavi Peddana put it differently saying that composing 
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JixT'cJoO ih£5 2-S^ JSJ^5^?ic90 S^6j (5+5+5+3= 

18) 8 S5J^[^o£i:>e3 dSjS, nrje&)2i.^d5’ esS^ 

e3bo£>. ^3?^- ^3e>-«5-a es^S) 5 JSX'^^o ?^r5^e:o. J5aJ^So(C?^CT’o^i5 1 

:3J^a^?^c30 JS 

dSjIS^tSo^ SSj^l^o S^Ot3o S3r°abj^ SS^o5. ‘SotoT'a ©oi^^S Sfoo^ 

eS;3 ‘S)a^o^OS^^5«3ro^gao (esSSoj^aeSo)^ 5 aoP’ik) 

?^er>o £o£ 5 a-S IbJ’O^^oo (5x3 =15+3=18) epotor" SdSqS^csoT? 

JSxr=5*?^«o ^© &{S^0o c33jS, tsdS^otS (^?bex>oes®®. 


esS arSdi "S^g SS'jSjdoS. es^dSi S^SsCS esJ^eSpoS 


(^-aoa^o ^dSi. (d^cspc^'SoSbj^ss. 

4?gjS^«3: ^pe» ^CPoiotJ’cap. a^sescSjocS'^,'? 3^o+lScp. €5';3 cp^)j^ 

■3oJ3o^& ftSao5®z3 a.g ^£5o l^iSooS). 3-5-7 hrn°o ^© ei^OoiS^ 

JSir»JSo -^O cSSpQ ^oC«©. &oc?>0. 

Adbex>: 9^Sp?b 65£3”tfc^ fcsO'Soa ^4oft«Sbeu^5^3. AtiSSSj'^a S)^§ <'SroSSr» 
"Scb. -Sh! 'SoCbr' a^SoAeSbco. I)t3§ ^«o?b >C5”e»otT"cco. 

^^JbdSpQ S^«3boa. [5S^i5oS^^ IJSxT® +2 zio+2‘SiT^ &o& 

too fepds^ao cxso© gr®aj^ ©a ^4ote vs^ikioQ. 3 + 

2 s (0 (5S'a5Sx>;3o^, 5^, ^cs^eo^Sx^ &otar» ^S^too «ja^0o(5^ 

cSSpSST'a^^ ej>a festo'Soa epaSbo-CljgjoiJooa. ■^■* ’3o&ot-35^ 

£-gCP^)^ ;3aj 3^r»^©; es^i hQ ?52>cr'«o?V>‘5 SO^trksJStoaotJboa. ejto'Soa 
^ioAeJa©^^ t)&rp a^tSoj^oTP ipcsbsap^^s;3a 3©?p;3 So«^. 

<d&As, ‘3oo;5A©(gssoooS^s), jbssaA© epiSa a5.jspAtfoop. ^sod^cjoaS 
la} 0 + 2a>r'. ?^CT»eo 6oOir®, SSpX'S®?1cjo tpa^Co d5p©>^5o7t® 6otar>, 

^Pop^CPopo'Sa a&AO. J^J^O^P^CJ^eipotor* saS^^^oo 

"SopatS ei(§^ao cSSaQ^iSofTo 6000 ^ iJ^ew^CPoa '^o^Sft©. &aa 

©s^ga gsspojsA© e>a a^jsa®aocr°ao. tPtp'Soai^ spe»a«a°^^j 5 )§* sssaAs 

©aJjo-cspgiotxioa. 
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2 ..jryaganas followed by 2 caturmStrSganas plus one laghu gives vitala cB-t 

IS also gives only 15 matras per line. Appakavi prefers a guru at the: cent! ol 
the line. Ananta and Citrakavi Peddana prefer a laghu at the end of each lino. White 
these latter writers observed antySnuprSsa, Appakavi had not. The 3 ganns of 5 
rnStras each followed by one suryagana (5x3+3 = 18) with yati after 8 matras and 
Sdi and antaprSsa make it KarnSta catuspada. In Telugu, ganas with 5 matras each 

are naga-sala-ta-ra (mU-nUI-UUI-UIU) which come under Indra ganas. It has been 

said earlier that 3 Indraganas followed by one sfiryagana make for dvipacia. I hiis 
arhata catuspada can not be different from divpada except regarding tho pluic 
o yati. Vellaturi Lingana in his S.A.V.R (unpublished) gave this as padalaksana 
saying three kSmaganas of 5 laghus each followed by one suryagana (5 x 3 -+• 3 18) 

with Sdi and antaprSsa and yati on the fii*st letter of the third gana (11th laghu 
) make it a padam. 

This is very popular in Kannada but not used in Telugu. 

This has four lines. The dvipada chandas of 3 Indraganas follow ctl b\ 
one suryagana it done consecutively twice becomes one line of Taruv5ja- Yati is 
observed on the first letter of 3rd, 5th and 7th ganas. PrSsa is observodi. 

The Telugu upajStis are Staveladi and tetagTti.The coiiirrioii 
name for both is gitam . Among the indegenous gitams these two are samaijllains 
These have four lines but without pr§sa. PrSsayati is allowed. One sQryxigana 
followed by two Indraganas again followed by two suryaganas in each lino^ with 
yati on the first letter of the fourth gana is called ‘tStagiti'. It is 5tavela.cii if the 
first and third lines have three suryaganas followed by two Indraganas an<! Ihc 
second and fourth lines have surya ganas for all the five, with of clourse, yati on 
the first letter of the 4th gana in all the four lines . Either of these two has neossariK 
to be attached to a sisapadyam when the latter is composed, in which ca.se the 
attached gitam wiE be treated as a part of that . It is obvious that atavelacli and 
tStagTti can be written and used independently and separately. 

Ettugiti, m6lanagTti (Kamalanagiti) and pavada glti are visama glianis 
in Telugu. One Indragana followed by two suryaganas, with yati on the fir.st letter 
of the third gana makes for a line of ettugiti and it has four such lines. MCElaiiagJii 
has four lines, with each line having seven suryaganas and yati on the first Icliei 
of the fifth gana. Appakavi has caUed it kamalanagiti. Ataveladi with prSsa in all 
the four lines is called pavadagiti. 
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MiiUii 1^0 3a.JS3oe33 

K ;5S5 coj^ 

^ ^o^oS^ cS^ciS^^^ 

^iSSSMCoiSj j55oA<ae» 31 

o 

Soil ^e»fo 5rocSot»€» S*g 

•CPe»JS SS^o^^acJS: SSSiS^o er> 

bos' ajsssesjsw^so o» ^ 

^ssj^^es'Sj ss'^oesjS' 

■iliAii Soi.eSo d'dSosjJ^g b& 'SocSSjD'CSjoS 
SiJSs -CSOcsSaseis ‘SsS^S^ 
jsgaiSj s^ssj^cSw; ss^ sesEjj 

esgasssses JS>S c3SiS^dlr»Cb^CSSc3b. 33 

«piiS^de3”© es»osr>5r»iS® (1) JSiJSoJ^^oo (2) 3J2i.Si>S^^e» (3) «s5 SiSj 
S^^e» Siir»2So 3Keo?i;» 6otJ»cco. ®oCij^ S2 i.SSj es'^a SPe»?b 

s-S^Sjj. ^iSJSiX* £-§®^^ SiSoA® ^otoooS. (31) 

S’eo?^ >l3»oJ' zSi ^o7?> SiiSoS^o. JSJSjSeSSSo'^ gT’C® 0»«o<Sf* 

i3«e»^cy>o7« E-'l aOoTT® (32) 

gSb 3S^£SA;3 £.g45^d»£So SSa3-»£*d«£So ©'^S s-S 2)Oo7^ 6oOoott7V» 

SOtSosp^S* 32i^45Ac5 'So5®^d3o ^4So ©'^1!) "SeS^S S$oA® 

©^Sa ©OSiJSaS^^SSaalao^SaSjotoaoa.'' ©eT“K &SSj^Sao gr>cr» ©CJSSSaSe^S) 
©^^diPCSo^aa 3^^e;&a. (33) 


^"^iisa^o sao s'sstojfio'i^a e30A»cr»a§ cps ©a^^st^rp ^otoaoaa 'S^sastS 
sa^o^ |«oag^ -$4 aap>aa 2>C3=^^ SC5 »^o ri>^6y°S) ^cy>^^(gcoaoaa 

^yioaa., © qg^apo'^ S3C3»ogjr® ©a^coooa 3^^Pj^aa. 

^o'Sa ^SSao, ^JSaoS'Sa aSa.aao (a+SS3u) - a3.SSa) ®0o, 
isdto SKsJ^eo, JiapaoP ^o'^a ©CJSSSao. 

^T»(xd^CPo ^o^iSt:o J5SS:)^^o, 

e)5J5^^^o 255o7V=> e^^co:>o-C5;)§^55^0. 

^C3®oJ^ ;j^oo?b d^eoTi:^ ^o^ioo 
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Verse 31-33 


Tr.The entire vrttajSti comes under the catagories of (1) sama vrttas (2) visama 
vrttas and (3) ardhasama vrttas. Among these the visama variety has each of its 
four lines differently. (31) 

That is sama vrtta where aU the four lines run in uniformly identical 
way. Similar is samapada whose four lines are uniformly identical but embellished 
with tala (32) 

While the odd numbered (1,3) lines are composed in one way as the 
even numbered (2,4) lines are composed differently then it is called ardhasama 
vrtta. Annayarya has stated that a similar padam is called ardhasama padam (33). 

Com: The author who extoUed in the previous verse padya (stanza) becoming a 
padam (song) with the hyperbole of gold getting fragrance states the three 
categories of vrttas and applies the same classification to padams also in these 
three verses. 

That which is even or uniform is sama. That which is not even or 
uniform is visama (vi+sama). That which is half even is ardhasama. 

Since the main characteristic of vma is its being in four lines, this 
evenness,unevenness or half-evenness has to be understood in terms of the four 
lines. It is because of this that each of the four lines being different in structure 
or composition is described as a mark of visama vrtta. 
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«« SSJ’toeo d^a^eoTP Sr^CjejiS t3»«Sj©§r» 

&<5t3°db©Sd &r®C® wiSiS^^coo. *«5)i® S'OSjo’ ©'^ S45sx>^5o Sg SCS 
^oif^ a^:5>SSar»3«Sj^ SSJ’|d‘& &o{5ii^ ‘«S»®’ StCio JSno^^S 

apdae^r* 6!St3®«l>©So {ySgoTT® sr>iits&od>. 


^e» d«a»©r» »JS>ors» S^^oSo ‘TTw ©a'&iSj. ©^{ 5 o ©ca 

JiScSSiS^O^oT' TT'o S^SS"^ S^^coo. 3oe55^o?>^ >eSo^ 

6 o^ «^CP>© ao«)^go «5&. ^ 0^0 d»a»S§ 

<a^CP050tT»(iSiS ©go. es(§^CP®^ ?}03 6oJSJS33j;3jn»a ?b{S5©5cuJ§>© ^gsSio, 
«cr »©0 t,S*^5f®e5o^ JST'CSSCSjj. ©ep«i «iSjg 5*©^e5o^ &o'S ejgj^C 2 >o®^So 
gtxo<5 6otoX® aj?iCS d’D®^ ?bCb©5a5 ^SSj'Sx* SSj^^ ©^CP> S)2 (. 

SSiiS^o 5’©d«C3»;D5 3oa;3 3od38^i3’S)'i SoexjOoO 6 otjooa. ©^sa 
S2 i,SS3 S^o’ ©S)S5o33Sjota»oa. ?baboJ&5jS§)o ^O® ?ics®© ^JSooS* ^to 2 e^g^ 
{3»osp^gp>c» ssr»6;3 ‘sc^^s ;^o’ ©sl3o355jot.ijoa. ^©j^cs®^^ 

ejg^S Sosp^, ?toQ3©5x> (SSSjo ^cp Kcs^SSSjo S)d®crS)s®>aoS^ SST'Od®^ ©^ 
$a ©si.ss5s^o’. ©(g^e so^^ssj-'csooc® 6.g^«o - 

©oto 3oaj ^CP^ 60 'S K5ib©5jDJ(^o7P» «C 3 (gSSjo 7 P^ 3 oS*SKo^ JSr®OS 
©^aa tSS5ooS^o’. a^gtSTPSl SoS®S7PJ)S So?p^ gP’C® 

JST'OS ©j^aa ‘»o>^s ©g:saj ©^Sjoa^sootoioa, 


6 cp: 3 « 5 c 3 & 11 a ^ocp^sS 3oaa ( 1 ) ^|o^aa^e ( 2 ) 6 t) 0 (aa(e 3 (3) 

*-s»o© (4) 2P5*a^ ©S s^^cp©^ ‘spo^oa’ ©S 3a.aj 

s^«o : a»a" sacp©2. 


apg^oA :- 

1 ^ao : go(a a^e - «J-«j-23-rp Acj®©^ : 11 «5^g^a®©3 

2 d®ao : ^Sioja ajs - ss-iJ-s-n® acpco : 11 qg^D®©^ 

3 d®iSo : s®o® - «S-e3-e3-7P Act®© 3 ; 11 ©j^CPeo 

4 d®ao : e3®<5®0^ - ai-j5-iJ-a acs®©^ : 11 ©(g^a®©^ 

^eP'S ‘©OA er^o’, ‘a&^SS'^a.o’ ©Ss 3a.a3^^oj. 
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These remarks apply to jatis and upajStis also which are composed in 
four line stanzas. Although the phrase vrttajati is in singular and denotes only 
vrattas, the component jati is used in a mnemonic sense as a reminder of jati and 
upajati verses. Vrttas whose four lines are disstmUiar are called ‘gauna vrttas’. So 
ardhasama vrttas and visama vrttas come under gauna vrttas.The serial number 
of the chandas indicates the number of letters in a lind. Thus 20th chandas means 
that a line of this chandas has 20 letters. While the number of letters may be 20 
per line there is room for the order of gurus and laghus or ganas changing in each 
line. So if the number of letters in the first line is maintained in the other lines 
but with a different order of gurus and laghus then the unevenness pertains to 
the chandas of the first line only. Then it is called svasthana visama vrttam. If 
the number of letters also changes along with the order of gurus and laghus or 
ganas it is then called parasthSna visama vrttam. If each one of the four lines have 
different number of letters, order of gurus, laghus or ganas then it becomes sarva 
parasthSna visama vrttam. 

In the same way, if the number of letters remains constant in all the 
four lines but two Of the lines are having different order of gurus and laghus or 
ganas from the remaining two then it becomes svasthSna ardhasama vrttam. If 
one half differs from the other half even in the number of letters then it is called 
parasthSna ardhasama vrttam. 

For example a svasthSna visama vrtta called ‘VSrSngi’ is formed from 
four diffemt types of verses called (1) Indravajra (2) upSndra vajra (3) kSnti and 
(4) vStOrmi. All the four belong to the 11th chandas. The following are the details 
of its formations. 


VSrSngi: 1. Line -ta-ta-ja-gaa - (11 letters) -Indravajra 

2. Line-ja-ta-ja-gaa (II lettersl-upBndravaJra 

3. Line-ta-ja-ja-gaa (11 letters)-k3nti 

4. Line-ma-bha-ta-va (11 letters)-vStOrmi. 

‘AngajSstra’ and ‘NadTpraghSsa’ are two other ‘svasthSna visama vrttas. 
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llss (11 «^cr»€») 6«<5g ^j^eo 2,3,4 d=aoeo 

CiSocsSSx)’ 3C;^^5 a5i.Si>J^^o £)£i^<5o5Sboa. 

i)C5®5-2;^SSai, 6geJ, SSoiJoCJ, SSjd&iljg es'^3 25t.SS:i S^eJoesTP 

3S\£Da;5a. 


sjoS -CSoiSo^ :§)^J3 ;s>20^;3 ?bCbo5co(gSSo 

SiSj’^oA’ &o^a roJSjSS^^o. ^CPSJoJScjeo es^SJSSCo. SSi^So 

tSS'S ^OCbTT® -S-« e^CS®'^^ 3cy> 

Sl ©^S^cooo-D ‘;J)SSj5CSo’ ©otxiiS^^J^. ©coj^ SfS^S ?^S5oS)o-:5JSo?3^ e?o-?®eD 
e-2t3'3oJ5o 6a®^co5. SiS^’aj’^g'aT® esl5 ^SSo ^0-S 

5i®coo ^eod®C5®o ?b&Oi!l)§^o3®®. .DodScjSo'fo £iC5°so iS^2JOC5®eo75» 

6otJ®caj, ;j®exi^cy>o 6oUioa. «Sa®^S eso^o JSc®o d®a®exi 

ap«n>oogj43roeu7?> 6ota®di>S («o^5g^ ?b6oO SS 36,37 

Scs®^e) oSg (SJSofto-C55^«&c3®^ 3iS^2- ?iJSjSo-C5SSo?5^5 eso^e» e..Si3 "Sotta iSd®^®. 


S3a®Sl ^o® ^toSo a®M€J®«'®^ a®Mo go'lj iScosp^'^oSi. 

a^Scr®ri®o>§ SP‘6^^5 S3C3®Sj^ ^C3® d®OcSj '^oS’S CJ®J^o§* ^Soo 
S®S) e>,g3t®<i?®S)S Sr®0jiS ^u;Sj SS36’S0®'<?®S§ S5j®{5jjtoo S^)s»ea). 

«j®^o§^t6o esjS^o^o &r®C3o^ e5SSjCj2:<i 6otxioS S^SiS e#SJ®Ci^ SSi6’SeJ®<?® 
^1 £^(SAa®di). ^SSiSdSo ei^_^S0J5o S6o^S jj®e»d®n®eJ7® SiSSion® 

5®dSj Qr®^KS gir®C® SSSion®"^ esSSiOCPJJ®®. eso'to e)d3j^Q7T»Sod5a®®. "S^on® 
^r®S^ |^«SSSj®^o. SSjO^QSott® JS:>$^SSr»^o. »C3®JSoA® d®&^ SooSsS 

SSJ®JSo. S)ooS€5®aS "3^0^ 'S^io SSij<5^SSr'J5o^^, a®SS 

SSr'^SqS^^Si 6otJ®ca3. -8^A»i3 ^SSj^S®o 0SSJ®no ‘ocSSo’. oc33a0S^JS^ 

»t3 ‘dSiS’ £)eN£Soe&oa. «J®t3^ ‘asSidSjfi’ ©"^a t-2t3. «J®<?o^ 

CO oJ 

J^SSo'So^S s^o0SSJ^no^o es>o7Pa:> do’to €f)5 2?^o5, 

SSJ^SSir»OD7P i7®o:>?b e^CPo ^oo t.go5coS^ e5>otJ^5:>. €P^o 

S3tSo€£pd®^ ef>(S> S)^€3P^o e)S§)<3bo5. CPC^oSo ^otx>od> 

zs^\n^ «j)^JSCo. ^SSJ^^3s«CPco 

3o:>J5o^o'to-CPa5, ^oi5J6c>^5^ d^uo ^€^ok5 
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With ‘Rugmavati ’ having bha-ma-sa-ga-ganas (10 letters) of 10th chandas as the 
first line and Dddhaka lines with bha-bha-bha-gaga ganas (11 letters) of 11th 
chandas for 2nd,3rd, and 4th lines a parasthSna visama vrtta caUed ‘srlramanam’ 
is formed. 


VTnSracana, Uddhata, Madhura and Manidipika are given as sarva 
parasthSna vrttas in Telugu. 

A vrtta bom in a particular chandas running uniformly in all the four 
lines with its order of ganas and laghus and gurus unchanged, makes for a 
samavritta. There is no need for examples here. The vrttas we generlly read are, 
more' often than not, are sama vrittas. The author has applied these regulations 
to a padam to define a samapadam. But there are one or two points to be noted 
here. While thinking of a vrtta we have to forget the padya or sl5ka and rember 
that it is a composition of four lines. Padams are vritta bandhas in four lines but 
they are not padyas- or slOkas. The author says that these lines of padams are 
embellished by tala. Though the author is going to speak about tala in verse 36 
and 37 some points need to be stated here. 

Between the raga and tala of a padam or song, the latter is more 
important than the former. A padam or song composed in a particular raga can 
be easily sung in another raga. It is not so easy to change the tala in which it is 
composed. The letters or syllables of the text are arranged in such a way as to 
suit the tala that the composition does not fit in with a different tala. A samapada 
has not merely its four lines in a uniform fashion but its tala too runs uniformly. 
That means the laya has to be adhered to. Singing fast is drutamana; singing with 
medium speed is madhyamana; and singing slow is vilambitamana. The tempo gets 
doubled in madhyamana which gets further doubled in drutamana . The standard 
of this tempo measure is called ‘laya’. Based on the behaviour of this ‘laya’ what 
is called ‘Yati’ .occurs. ‘Samayati’ is one of the classical three or modern six ‘yati’s. 
If the tala has the same type of components having uniform time-units (kalaprama- 
“na) then it is called samayati. Generally the time taken to utter four short letters 
is called a laghu. If tala occurs after every group of four letters it is called £katala. 
Since tala is known by the number of letters that it may comprehend , care in 
composition is neccessaty. It is enough if we understand that the laya of a group 
of musical notes with uniform time-units has samayati. The author is saying that 
the composition of samapadams has not merely its prosody but also this tala 
laksana. 
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sjog ^oirb ©coois^eso ©eassjj^^o^ 

■3oiSi>t3»e» s-gSejorp^Sj aoA©;S '^oiiiir>a>ix> jasS'gOgoTV’^Ss 6o^d3j»~” SjO 
^oa. ©coo^ S5^o£ki doc3»eD ©iS^a gr»c» sjg^a e.g ©o«'&. ^©'^o 
a5^r»C3»e» (],2) e-g^Ko. ii>©'3oaoir»cye» (3,4) JS^e^g a«o. sja E-gSgS. 
^S5d»c5»o5 (1,3) E-gSi^o; SiSd'cpeo (2,4) jsoS’g s«o. 3)a aj5®gsae. 
■3oaosa<ifoe» («tj»oSSS-aoj. bi5S^iPtx> e.gd«ao &.gegoA»Si) toPiS)^ 

JSsS’gCgon'^b a;3^^£kigr‘a ©CSSSjJSj'S SS:)Co 

©OJ5iSSX*eo, ©fJJSSST'eo ©1^ ^a© &otMo£>. 

cJ <X) O ' Cp Cp 

©ojsaT*^ 11s aoc3»sl soas sjo^asi^, 6‘So^as(s ©■^spt^ 
Sb[5e»o *6 Se3°©’ Eu^'^ 5 3S5?b gSuSo^boa. 

5S,d,e3,W - ?^CT»e» (9^2- 11 e^g^^croeo) ^"aioias^ego £3,iJ,es,?i?i - ^ct>oj 
(9+2- 11 esjg^o®€») "SodotiS 8c53i3©i^So. ^"SoaotS Sb(^cso ^3«# 14 

©s®«o 6Sz3®© 3C5®ce» 



‘S)g(«^^, accsaj<^sp, 

«S(3r'63«S^(a <a(5®S>fccSiP> &SE3»S^cy>s’ 

©■^ ©SiSdoa w^c!»e» ^Soa aT'S©ajt&a^a. 

g - s}0|aS(£3d»ao, 6- 6'5ic^a s^d^a© ©a So'l«J©. S'eo?ti «^cr»e» 
aCiSTV* 1-2-3-4 d®a®ogi ?b^e». 


1. 3J-6-6-6 
2« 

3. 

4. 6-6-6-^ 

5. 6-3j-g-g 

6. a}-6-s}-a) 

7. ^g-6-sj 


8. 3(“Si-^6 

9. a(-sj-&-6 

10. s)-6-sj-6 

11 . 

12. 6-6-31-g 

13. 

14. 3!-6-&-a). 


SoS ^^©ag^ ^?5 (1)2) e.,gCSgo?T» so (2,4) ^CPCD £-gOgo7V> 

6©ato© ©0SS5qg^oSiS 3S^4J»aj^ 6Se^cso7T» feSjg®J3«©. 12 

ssa©a»a 2 3 ©aa ‘ 0 jiio»^o©’ (s,©,s,s) ©"iSa jSdi>oaa 

(a-jj-Es-o) ©■^a so^rocp^aj s"^ ‘©^«j ^cps©’ ©'^ ©ossjs^© ©2§) 

<aj©a.©ep'i^ 13s aoa»s§ 3©as las'Oe? (so-s-es-o-?^) th esjao 

(es-$-s-£ 3-«) ©"^a sod®cp^S) s^ ‘od^icssj’ Si'^ ©ossjs^o ©jg)<i&oa. 

«S c<5^cT®^5<5o5j^05* 

^ aJ CP Cp 
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Now, the ardhasama vrtta. A vrtta being a composition of. four lines 
ardhasama vrtta suggests that one half or two lines being one way and the other 
half or other two lines being different. But which two lines? The first and second 
^es constitute one half and the third and fourth lines constitute the other . This 
is one way of looking at it. The odd numbered lines, the first and third, constituting 
one half and the even numbered lines, the second and fourth, constituting the other 
half is another way of looking at it. Both these can be accepted. But the prosodists 
have called it ardhasama even when one line is in one way and the other three 
in a different way. Again the classification of svasthtoa ardhasamas and parasthSna 
ardhasamas is there. 


Among the svasthSna ardhasamas, the ‘upajati’ verse composed by an 
admixture of ‘indravajra’ and ‘up6ndravajra’ metres, both belonging to the 11th 
chandas, alone is seen in Telugu works. ‘Indravajra’ has ta-ta-ja-gaga 
(WI-WI-IVI-W). ganas {9+2=11 letters). ‘upSndravajra’ has ja-ta-ja-gaga ( 
IVI-VVI-IVI-W) ganas (9+2 = 11 letters).Yati is on the 8th letter in both cases. 
By mixing up these two metres 14 types, of upajatis are formed. These varieties 
are shown below in accordance with the Sloka: ‘gkatra pad£ carana dvaygvS, 
padatrayevSnyatarasthitascgt, rtaydrihanyatra tadoharilya, caturdasbktS upajatibhe- 
"dah. 1 = indravajara . U= upSndravajra. The four letters represent the metres in 


the serial lines 

of 

1-; 

2-3-4. 





1 . 

I 

U 

u 

U 

8. 

1 

1 

1 

u 

2. 

U 

I 

u 

U 

9. 

1 

1 

u 

u 

3. 

U 

u 

I 

U 

10. 

1 

u 

1 

u 

4. 

U 

u 

u 

I 

11. 

U 

1 

1 

u 

5, 

U 

I 

I 

u 

12. 

U 

u 

1 

1 

6. 

I 

u 

i 

I 

13. 

U 

1 

u 

1 

7. 

I 

I 

u 

I 

14. 

1 

u 

u 

1 


The fact that our author has indicated the odd numbered lines (1,3) 
being composed one way and the even numbered (2,4) lines being composed in 
a different way as ardhasama should be taken only as a symptomatic statement.* 
PramitSksaram’ with sa-ja-sa-sa ganas in the odd lines and ‘priyaipvada’ with 
na-bha-ja-ra ganas in the even lines both belonging to the 12th chandas, give an 
ardhasama vrtta called ‘AjitapratSpam’. SimUarly ‘praharsini’ with ma-na-ja-ra-ga 
ganas in odd lines and ‘rucira’ with ja-bha-sa-ja-ga ganas in even lines (both of 
13th chandas ) give another ardhasama vrtta called ‘ratipriya’. These are svasthSna 
ardhasamas. 
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10s ■Soes'SS 3oaS SsStoD (s-S-e3-«) ^ llS ^SoDoSS 

3oas sssr'o(a-s5-o-«)-«) so^c»^S5 s"^ ‘sacpifts’ e'3 se^s «>os 
SjS^o «>J§)«JS5oa. «o'6 11s SoC3»Sl 3oas g€>€r>odSx> («-e-es-s) ^ 
ar»CP^Si 12s -SOO^SS 3oaS §*t3gs« (s-s-s-s) Se5P>C!»^S5 s'!, ‘SjS^ 

3*0o’ StJ^S esOSSoi^o e»J§)^fooa. 5ije3®oi33 5SjOS» 6s^^coj. SoSSS) 

^ePotS ©CSSoe^ooS* gr»2S Sa®e» w5SSDSC3»e» ®SS5oSiS6otJ»di>S 
®Sj^Sr'<X»ga^e» SSj^Si^r!* •OSSCoSseP-O’Cai^ qg^csS'^go 

SS3SC5»ogj 3S)^St^!V> SS.S5SC3®oS5 esgSSjScPoga Sf»«So83oS'^S S'Sgo 
5£i^g5«SSo «S5So^P©. 

esiSs»^oS5 esS^ot5S ©S^d^oft ®o«SSP»(do^iJ esSj^otSl 

q^ex> &s^j^dSias»a esS^otSS «9S3S6o-CPoas»S «)©(^d3oos»e3o. SS^SoX* 
SgCSxr» escjjoS a«^^(«Sxo-cr»©. 

1. 32 SS^o^gS SSjSSo ^Sj^^PSo’ ©sr»jj^So, cjg^S 

aro«Sxi^3ftS ®e>ogOo«32S ^Ss^^So «s>S esgo. SPwd^CPco ?P<"^3§ -Sg^TV 
&<a/\CPSP© «»S e9©^^cJS30. ®o^5®S o»'p»e)OS»go 6oJ3®© esS ^p’oQSSgX® 

sesj. ■^^€P<>»oSi3'S 35 0o«f»©gc> ^CoSCCPSj S^CPo5*gr>0jS €P<P©os»CPa3 

vP© OSj^JPS S SSjS*I) 
SsSi. J^OoSOCPSj OCbSSS S-J^S^Sj esS^SjcSSi^So S6jo©Stx esiS^SX*-CT»0^ 
■SS^S S^Sj^a. ^CoSgCPSj Sj0So-iJ»0o5® gr«6jS 0»<en>e)os®a»eo 

©S^SjdSj^ 32)^S q^cjoS^ln»a I3»S^ wSsSOod -&« 3S5?b e^«o«^2s»S 
^■SjSoSSo So«X*S^on» 6 oSSj. 


aSjSr'oScs'Sci ©coj^P ftjdSjS eSjSjdSscgo'O 
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‘Sumukhi.’ (sa-sa-ja-ga) from the 10th chandas in odd lines and 
vanamSli (sa-bha-ra-laga) from the 11th chandas in even lines give a parasthSna 
ardhasama vrtta called ‘viySgini’ . Similarly* kalitantam’ (ta-ja-ja-va) of Hih 
chandas in odd lines and totakam (sa-sa-sa-sa) of 12th chandas in even lines give 
‘mandharam’ another parasthSna ardhasama vrtta. There are more like these. 
Enough for our purpose. 


That padams having this ardhasama laksana are called ardhasamapadas 
was enunciated by AnnamScarya, says our author Cina TirumalacSiya. 

We may note here that tala is not referred to in the case of vi.samapa- 
dams and ardhasamapadams. 

A Sastra explores all the possibilities. That does not mean that examples 
can be provided for aU or that one should follow all the possibilities. One has to 
make a healthy and pleasant selection. 

In verse 32 the author qualifies samapadam as talalamkrta samyapa- 
"dam. It just means uniformly lined verse embellished by t2la. All the four lines 
must fit into the tala uniformly well. One should not mistake it to mean that tala 
alamkara should be there. For aU the 35 desTtalas there are, no doubt, alamkaras 
said to have been composed by Purandaradasa, with their svarasancaras. But he 
was only a younger contemporary to Annamayya. Annamacarya caritra speaks of 
Purandaradasa meeting Annamacarya when he visited Tirupati. So it is not probable 
that tala-alarhkaras with svarasancara composed by Purandara dasa should get into 
Annamayya’s work on sankirtan in Sanskrt or into this Telugu work 
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iSii 2S:)aS 

iSsii dS3tSb€»o|tT»^SSije»06:dSos33e»iSj SSJ’jO’&gJSjo^ 

KaSbeoo?^© S)£ooi5iJ®SSjSi5 JSJ^3r®^€J®5 SodSiJ^ S 
iS^^Qi^ O^^fc'od'S c3iii3^d53?biir«^5’ 

ss«ssr>§>j§ J5apaiqr>eja 0ba|«otx>2^ 34. 


Of®ii sjog S)aod5SC3o es’SS ^i^ePotSS® 3^iSj. &SS di>tfoe», ^^Seo, 
SSP>^p6Kcr>e3»SSjS5<>3 SCT»e», «pc»© Siofi© 6oiJ»co5. SeSo€r* 3S^eSo^J55 
«)0o Aotocioa. gr^^r!»;s5 6ot»oa^ so^oiij^ 

e9SS^«j®ajj^ §or»cso SS35* esodSoTT* 6040006. €J»^d®g «6^dS3?bgj»j 

3s^6o ga^so^ (SSsa'sSj^oa. 


s»^isaea;5Sj £p«d»g «5iaj^ar“-cr»eb^e» ?bcbea ^^fioStoJSoe&^To^aj. ‘aa 
acb^’ Si'S t»oo5® J5sc«fcaj ^aoar»|0o?p asb^a anoas 

"awatS^sn® aos^^ao^ e^c»o (as^^aoaa *pao ©a^aodso^. ©cjaa oao 
aaa^^ aa®e» 3aj?b^'^ s»aj a^^ «?TO&di> aacLr* caoai^ao. 

aaas^ sa^ge§)isagj® wdaa -vy®cssoo'§a a®^Qb. t?®a. wcsaa "ajas^ 

axig. «paa aoaio®® ^(^ qo . gajs®ecpp^3«s sa5aa®?b«i©fo tK^asi 
«SA 60 a. 


aejoa, Sag gspeo aaj«a®os®^. 6cs^a«a o»©bs§)p;3© (atx>o®oA»3a 
a^c,acbiS, aa, ^ag,a®4o, cf'o'o'S S3®453© a®’^csi)S®aoao esaao 

ssgon® gr»©^a n»ao Sago. atx>aaa ssoaejajtfoa^a. 

28 aa^o ^Soa ^d®v)ao<¥> i^Si^a Jio” aae^oo «9oa® ^a®«» 

Scoots® 6^|)o«&a. sj^a 3a3?b4r’^cSg)€» 3«b^a aa€^cy»€» e,.gt33bas 
a^^oauaiiSoa^^ccoT 

ao4oT®6 ©o«a ajo(© ©a ‘aQ>o(a asp^goo’ (isso-ieoo a. d) 
{hsit ap>ep^^a a^Jjoa'a^oaaoa gj-<'at>oo) ^ aaq^c5®a^ ^jep aipj^aj. 

‘a^o ©aws^^aoKp (Sfe asr;e>ax) 
aca ?^C3 css^jiaooi!) ss© csasiga^ajo 
aa ao»oaajo aoSi asc [«j®a aaoao> 
aac« aa^os® a^aaax. TJS’abaco’ 
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Verse: 34 


Tr. Now nibandha padam is being explained. It possesses yatis, prSsa, 

words following mStrS-ganas; association of a tala; it carries a certain meaning 
intended to express; it will be a skilled composition. It will be a beautiful one, 
its sweetness surpassing that of the wine prepared from the flowers of Bassia 
latifolia or even nectar. It has become famous in the world on account of Tallapaka 
Annaya, the preceptor, composing them. 

Com: Tallapaka Annamacarya is extoUed as the preceptor of padam 

composition. It was Annamayya who, propounded the regulations of padam- 
composition nominally enurperated by Bharata as ‘pada-niryukta’ which is simple 
hymnodic composition . No one seems to have composed as many padams as he 
has, not merely in Telugu but in any Indian language. The excellence of his 
compositions is such that other padya-kavis can never hope to come anywhere 
near him. Language behaves like a ball of wax in his hands with maximum plasticity. 
His imagination is sweeter than the sweetest. For all these reasons and more, 

preceptorship of pada-composition is justified in his case. 

The words nibandha and nibaddha mean the same thing, ‘framing in’ or 
‘framed-in’. Music (gSna ) composed for popular taste in d£si-ragas by a 
vSgggyakSra framing it in with dhatus like udgr^a etc. and prabandha components 
called svara, biruda, pada, t5naka, pata and tala is called nibaddha gana. Such a 
padam, is nibandha-padam. 

In the commentary under verse 28 the regulations of £la-padam and their 
varieties as enunciated by the ancients have been extensively described. Here one 
or two instances of pada-laksana as enunciated by the Telugu prosodists are 
touched upon. VeUaturi Linganamantri (1550-1600 A-D-) in his ‘S.A.V.R.’ othe¬ 
rwise known as ‘Malayadri Nrsimhacchandam’ has stated pada-laksana to this, 
effect: 


‘Three smara-ganas comprising five laghus each succeeded by one 
surya-gana (for each line) with yati after two ganas (in each line) and pr3sa both 
in the beginning as well as at the end of each line, make for padam’ 
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^ SSjSS («o5Sg^53 S’oSo ■3&g3*3^;3 S»ii)«cye^ 

SSxP'S® -CioCSoS^ «ct®^ s? 3. s»r!» »C5»^ s^^nepta 

Z?0^co5. ZPiJiS^ o5iX'jS?^cy’ej5j oSjjodSs cSoS^g o5iio§) 6ov)^ s®o5o?^CT' 
JDC^SCpooo. s3dSj2Sj'[^ejSo o4S3o5xi:§)«io'S Mcy»e» SSxr»i:^gr®6j SSjS’S^ 
aJ'O^Kcs'Sj^So^©. ax»0^«CT®S§ jsrics'^^ (III) 3'?^cs (Ul) 'SjiJ® SSsI'i^ 

SSJ’^aeo. 'S>x)&o ir>n»S>^ 5 X 3 = 15 + 3 = 18J5J^(«eu. 'SoeSoKepo "S^ScJiifi 
3<gg). aj&c33r»g^0|^;s<§*d^tji5 d»C36o0o^& 6oC»®. ««^g^csSa^o 

&a§ 2?4fooa. gg^2S S'^'&iSSio'h ^ aQn» gO^oSS^Stt etl^CTo. 

g^^ttoCT® i5oS®0£i5a^ Si'S e^cao 8 JSr»}S© Stott e33od5® 05ot3' 

e^eso |lott 3S^&)doa. si& 3tto?b^S ‘tt^tttt’ Sr>tt ®«g)&oa. 

«(g^csg^So SPD^gS 05aJ^P$<3S3^ (1660-1680 A.D.) 

‘e^g^cs feSag’^ Sttqg^C5®S^ qer* 3^^tto. 

gii ‘>tttti: (do^ttoo tta<ttcott> 

¥®ao-a ttC3®&io g^Jo ejgdtoS^ 

SPJ3»o« a««®)©o€ 

8T»tto«P0oa ^ttNCatt'Sj (Sja;'^, 

M <L_ !>..’ 

All ttiS^aSscuoSS S5*tto8J5 ^2 

^§cSto 5©oSc?1 Sd3jtt>08» AosS^SSj 

cttbifceaitta S>ttjcJSii&^ sp^rx>6!ix>K 
«r»<? tttt© 0-accuoSctt?l3es5ttotM 

O 

qottjgj £r>5S|jtt^tt». g^otton® o5x>2§)og;i Sots, ttttcjo IS 16 ©5x)S§)©j 
adSittso. i$eS^if «9ttn» ttijSoSoSS "&£toKtt)g SoSS dioSS©SS [ScJSjiS&^n® 35^ 
odi)0CJ®tton* cr»«ttCbS. ttOtt^tts 3S^ttlSj.’ (707,708,709) 

3)«a qg^caoS^ S’O^aS 16 3a^o43. 6ttaoS Sttotto 

cro^fiPiT®©} 3S^83(i2.* *” « -» 

3)og 18 «€PCi3®t3 £)•«£» 3ogoOttjcagS ‘e^ca «er®ttjc5’ 

Qoff^ - ‘aoAij C€P^gcroa^’ 5n»a^?bd^ ^o® 3d®^ttj. 

‘s»s§)tt Sttttcoeo £«5©ttA» SttJSi 5 ©a»^ ttxptto 

ttCcattiJOgj ©oSs»^«cSiiSS» ®a ■SteS5«©ttSSj^, S©tttt« ASttottSSco o^oS 

ttJ'^p'attag SattiSxiStt S«CT®ttoo5®C«J®ejtt3ttaa^ ar»H7®ttu)o {u)^ ?b(ca) 
ttiJT^ Oo^^SQiiso "Soott^tt j?!ottttco(©j) es&ttsJJttePtt £)«™ 

(Ss»coc3aS s«cr>tt5© cp^cpcttx)^© soA« 6ss c33iJoe^rr<>tt S)>Sj»a^ 

ttPttoeSjtt e^g^eaossjtt jS'CSS ditxoS.’ (3-427) 
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The author of this work was a little posterior to our present author, Cina 
Tirumalac3rya. Smara-ganas are kSma-ganas explained earlier. They are born in 
the third chandas and tryaksara-ganas themselves can become kSma-ganas. We 
have to prefix one laghu to those beginning with a laghu. We have to suffix a 
suryagana-either ‘na’ gana(III) or ‘ha-gana’(UI) to a succession of three ganas of 
five matras each in line. Thus the total number of mStras for a line is 5x3+3 = 18. 
Caesura (yati) has to be observed after the first two ganas i.e. at the beginning 
of the third gana. Prasa pertaining to the second and last letters of the lines has 
to be observed. The verse which gives this laksana is itself an example for the 
regulation. The note-worthy point is that this regulation is nothing but that of 
karnata-caupada. Nagavarma the Kannada prosodist of yore, has given this 
regualtion under the category of raghata with yati after 8 matras. In Telugu, this 
composition can be taken as dvipada variety too. 

Vartakavi Raghunathaiah, (1660-1680 A.D) another prosodist posterior 
to the above one, gives padalaksana, in his L.D. to this effect: 

“That shines as padam if each line is composed with sixteeen kalas 
observing yati and prasa fitting with a raga and tala. The pallavi and dhanyata should 
not faU apart; the verb should be fruitful; prasayatis and sama-yatis can be used 
and the composition should be in accordance with tala”. 


The purport is this: The word ‘kalas’ signifies ‘laghus’. The regulation is 
16 laghus for each line. ‘Dhanyata’ is another name for ‘upapallavi’. The verb 
should be such that it comprehends both the pallavi and upapallavi. The composi¬ 
tion with prasayatis and varga-yatis should fit in with a raga and a tala, being 
laya-pradhana (Laksanadipika: 707,708, and 709) 

In this regulation only 16 matras per line is advocated. We hear about 
‘upapallavi’ for the first time. Raga and t^a are mentioned. 

Again, Pottapi V£nkataramanakavi (18c) in the Vrttadhikara of his L.S. 
mentioned A.B. and S.R and spoke about padam to this effect: “So padams can 
be composed in indegenous language and Slas mean padams; three caranas go by 
the name of ‘khandikatraya’ (and there are) pallava and upapaUava and (all) these 
are composed by ‘pa’ -ganas of equal number of matras each; these should be 
in accordance with suladis; these are clearly given in San^ta Ratnakara etc. and 
in accordance with £la-laksana given in Arjuna Bharata comprising of pa-ganas, 
raga and tala in the way of music; and so these do not come under the domain 
of literary regulations and let it be so. (L.S. 3-427) 
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So-2JSj^(0®S»3;3 «C 5 »e» &oa> 
oiS SS^asdoS. SSXPJSo v50CJ®oiSoo5^ ^©^5«^^bg^^Jo J^J’-SoSudoa. 

SoS SiepSdSo ;iJ'C»dS3oSJSj>?bc9ofT“ doC®oS 

3S^a:doa. sKJS)S»e;»a§ sseSOCSJS "Issoo aoftd X)oao0r!»*5*O 

ssCS^ ^iS^^35^e5oo 

tfiax) «ca»o«r'^ adbSSoo CPSSuo ©a&r»S 3®coj 16 SSJ’i^iSeo. 

OS«55i SSJ’153'®J5'SSJ5'£^5 SiMPvS^ ST^jo^SOO - (SJSsorP JSJ'Cb^. 

tyo^d ®2 oT®© SoSS^ d®t« SSjJ^d?} CSOCT»e» 6 odoo SST'SSxPeo. 

ipo -CSCtto sr»TOd®C3»o J^ao$o7S» dotoaod. iSecj»oSo?p^So ®SiU»n»e» ^2 

3dsecs;s^ d«a»sl ©"^ teSoSP^ ScSSs^iJOS'S) SSr«(0« So^^^icSbJSoo 
5 »S iJ®«»?b, oeS>, ©9jp SSj’^do ?ics»€u SPJSoS^JS^jS^) CP?i«J»C^oSo 

©^?bC30A» &t3a ScKoSbo-uSiS^SS^jcSS) dS>ifce», 6otJ«c5S55) So3 -CSCcs 

jtJtSSoo 2 S»ap^SSoS ^CPo^o. 

^ SodSC^oi^ 3S)^iS »o3««JSjaoSSS^j. 

ajT’j^©'^ ?tcy>ej 3 •C3P>-CS3i*n®oS), A«Ss»^ o^S> KePeo ■CSX'-Cbi^SP 

oS, an>« 0 O»^e» 2 ^S (C«JSe» SSJ^O’) w^?a SSj»(do «CPeu 

■CSX'CPoa 14 ©qo^cSSso (aS^CP (5®)^ 3Sj||adoa. 

1 SSoSago S?^ 6 «Jo Eli'S sn 

ago aagSSa2)§»cS3i^ . 

wo^q^oS Sp^Oo^SSag SidSSPii 

(^SoA. 0 «p^. 4-4/5) 

CP7P€PS^ ©aaCo. 

cp 

2. Sq»e», cr-^So^cSbea ©'Sspa ^SSiSc&adoa. 
SSJ»(«ejasSxr*a«e» ©'S w ©a^><3i>o gUi JScpoSCoTP SSX»^p««CPeDn» S^SSJ’^do 
s.o?p^7ps® «s)55^cJS7*as ss^oa, ©u? €r»«aoo?T» s;ricp ©^sccssp-as js^oa. 
36 sa^ pss«c9o cir»aoa. 

3. K£>tir>^iSo ©ota SS^adoa ©a «8gCo. jfn>^t»S2oA» ©Sa 

(SdSr»9go. q»^fo^ 5 )& SP-Oqas^^a^SSj’SPa 5»e)SJ-»as»Sa 3 ei»e» SOoa 
©sp^iJo, S^Sa"^^ iCPJSaSePSS 60 S aaaS§)iSi 5 i.e )3 AotPcoi. iS<^o 

ocJSiEida S53^P ag ©5 o< 5® SP'doa ©S ^Sj'^vPco. 
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This regulation does not fix the number of mStras per line. It only speaks 
of ganas of five mStras each. The three caranas referred to as khandikstraya 
indicates ‘tridhStukatva ’ of pada. ‘Pallavi’ and ‘anupallavi’ are mentioned. 
El3padam is enjoined to be in accordance with ‘suladis’ with r3ga and tala. By 
the time of this author composition of padams was considered to belong only to 
music and got divorced from literature. The number of words or units per line 
fixed by the ancients as six (S.S.S.) and five (S.R) lapsed. Regulation of the number 
of ganas per line came and even that lapsed. Then came number of matras per 
line (16) and finally compo.sition with pa-ganas of 5 matras each was advocated. 
This is the gradual change that came over the composition of padam. The sankTrtans 
of Tallapaka poets contain generally three caranas with pallavi. Each carana is a 
vrttabandha in four lines. There are exceptions to this rule of three caranas. 

The sum and substance of all this is that there is no fixed number of 
either ganas or matras per line in pada composition and that one can use units 
of four or five or six matras as suited to a raga and tala, observing yati and prasa. 
Three caranas with pallavi is the more important part. 

In this context one can note the advice of N.S. In arya-vrttas the ganas 
are to be scanned for four matras each; in gltakas scanning is for five matras each 
gana or unit and since tala is important, in vaitallyas (raghata.etc.) it is for six matras 
each unit (Baroda N.S. 14 ch). 

1. nibaddham anibaddham tad dv£dha nigaditam budhaih 
baddham dhatubhirangaisca nibaddham abhidhiyate 
alaptir bandhahinatavad anibaddaham itlntam. 

(S.4-4/5) 


raga aiapa is anibaddha. 

2. the compound ‘matramkamul’is incorporated in 
between ‘padambulunu and talasangatulun’ 

The groups of matras referred to relates itself to padams/ words in terms of matra 
-ganas or number of matras on one hand and on the other, it relates itself to tala 
also, (vide commentary under ver.se 36). 

3. ‘akhyata’ means that which has been said. Applied to language ‘akhyata’ is verb. 
The verbal root with the tense particles of past, present and future, called ‘tin-s 
is called akhyata. Its number and person will be in accordance with the subject 
noun. Here it is enough if it is understood as “ with a certain meaning expressed.” 
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35 


Jill estJ SiioerJSSo didioJ^osoj^JS cJi)S[^^d3joSd5o 3^d5S)J5 

Sii ^diSijj© SPsoAotSI 

JJodSj© JidioJiiJ© S»S5i5JSo?bJ5S cSi:«Sj 

C3 


i^ds ac&dij jiSJSxi 

oJ C^ 

^^t56S:> 3o^C 


€Pi! cpS§ ^o7V>^^ dSb^, "Soj^^^SD 

^T^co^b d^CPo 'SxxiSgS^^^b J^fecSbSSdo cSbCbSo 

eS)S>o-Cb^oiJ’cxx>- tPi:Sd>^b6SJ^^6o e^^tSTP"^ CP^ioo 

«55)S?bo-CS:>^otxo^. 

5PC* e>o7Poo"£:> ^SSdbSPa:. ^)SDo45S5i5o iSPSSdbSSo, ^6Co€Pot33^ 

r 

cSioiSbeo, ^^Jieo, 3iJd53f3S ^J^SSo (symm«iiy) S®& ^SdfcePoti ©Si 

dSoSPeii. 

■^SeoodiSdSo J^^sjodioTt® &otx>o£>. eso'to ^j°€a?b d»C3®eoA® 6ot-X)oa. 
^C5»^;35 d«CJ®aS^ 6^dSo<5® ^diSiidi^oS^ 

CPJS400 c33j©. ;3^eo?b j^d3®^JSj dii«fce» &oiJ»cco. £)d«d5o cSisS 

O 

ejir>zy>S>^. s®S S2S»&dSr»^d3o JS^ cSSjS^JSo JiJ»(^o JT»e» ^d3»S^J2o 
e-‘i-5®0 SSa^oa. ^l^diJiodS^o^ CPSiooes’^a e^gs)^C3»SS 16 

JSj-sj^eoo'ti ;i7T®^5 8 SSJ'j^oj 2?ePcco. o^dio en^dJo 9 SSSSX'jiJ 

6o;i^ es(g^5Jico Jis»&di!07P 6oc»©. «£y>oJiogp^;S3ej^gr>d3o ■diP'daS^sp©. 

d^asiJCP^SjdPt^ dioS 6oSt->o, &,2t3go't3 ^So^Ji dijS^^eo 

6oditoo &r“dl® ^odiSdSbj. 

dii© es'^a •aa'Sjpa ^po^so ©i^od s»oa^^dtp2i.^jS5 gjs^so 

dSi© S^adiPSo. di>d>J5o^ SaJija^o CPSPadij. 
ir>i5o aacgpdi sao Siji/\?3^5P©. a^dPodJdSaS ©otPOo. ‘d3o©8 
^CPo^> S'lS.eSs’ ©a S)0?i<?T^oajix>. 

3cS5?b^ d3bSf6jGPSo‘S®K> • dSsS^Jio^ eSai^ao 6iP^ ^g^)®cocinP ^iSo 
S’© «ng^5oS^ ■^(S?l© ei^dJo «#-S*o ad^&CP®. 6a»3*dc3So -PdiPoS^^SS 

12 dijS ^ao. esap 12 «j§^do 6a^-5®o aa^^ao ssdSP©. SeoKjS* 12 

e^co aaa aa^^a© ssoajp £3d35?igd®o3jjp 1 a ejs^coS* "aij^sjto ®i§i^o 

13 a ei^eop a^oa. ger>« spe» d'cp^ao dSoo 6odP©. aa8aa€r®aj 
d^aaoa^oS^ t,gs®opa, t-stSsois .DSjj^as^upa dsssa ad55ST>oaaa5j. 

di)S es^|^o'aoj©;3s ^pa^ssJ s®3»ao Sajoa. 
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verse 35 


Tr.The components of a nibandhapadam, yati, prSsa etc., are being given. Assonant 
letters at the beginning and middle points of all the four lines are yatis (caesura). 
The second letter (of all the four lines) being the same is called prSsa. 

Com: The components of a nibandhapadam are like its limbs. If the text of the 
padam is its body yatis, prSsas are like its limbs that contribute to its fullness, 
symmetry and beauty. 

Nibandhapada is composed in vrtta bandha, i.e. in four lines. A letter, 
assonant with the first letter of each line should occur at the prescribed midpoint 
of the line. This is called yati. Thus these are found in all the four lines. Yati, 
in each line is seperate depending on the first letter of that line. But the point of 
yati is the same in all the four lines. Middle of the line for yati is a general rule. 
If there are 18 mStras for a line, 8 mStras give half its length or quantity. Then 
the first letter of the line and the 9th m2tra or letter of the line should possess 
assonance. In case the number of ganas is taken, similar is the procedure. In some 
places yati may be found a letter after the midpoint or in more than one place. 

‘Yati’ is the resting point for the readers’ tongue. In Sanskrt and Kannada, 
yati is in the form of just a break (caesura) with the word ending there and another 
starting at the next point.In Sanskrt there is pSdantayati too; a word has to end 
at the end of a line and cannot flow into the next line. Pingalacchandas says ‘yatih 
sarvatra pSdSntg sl6kardh£tu vis5satah’. 

The concept of yati is different in Telugu. A break at the yati point is 
not so important as a letter assonant with the first letter of the line occuring there. 
For example 12th letter is the yati-point for ^ardulavikrldita vrtta. That means any 
word commenced earlier should end at this point and another word start at the 
next point. In Telugu whether a word ends or not at the 12th letter, a letter having 
assonance with the first letter of the line occurs as 13th . Thus it will be observed 
in all the four lines. Even in the composition of a padam yati has to be observed 
at the middle of the line. It can also be observed in more places than one if so 
desired. Yati helps the sonorousness of the song by its assonance. 
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>d5o "SoS® es^iSo ga&Ptt SPe»d»C3»^ 6oOJo5. SS53 

ess sje> cjs^essssa ^oesc^tr^&jsa s^sitr>tsas^ 

■3oS®e^5o7r» SS-Dj^ es^iS"^ ‘SoesSSSir'eSS i7»©SS "SoS* ej^Oorp 

CPiju®. s»85^ SPe»d®ty>oSr> 6otoooa. ?5oS^^«So^ gepod 

«#5^ ?^^:p©oS»Oo |loal SS^oa. e5>otJ»ej. 

(>a &,'l3$on» 5>j3(iSr>^cp>^^rp &otx>o&i. 

c33i>S§ '4ofi. d&S^ s^CSj]© ©stooSo ^o&o4^§ 

&oiS»e. ^pz^o i^QoSo. ©;Sn»,3»^ SSP>(do ^■^or^eo;© t2j^ 

©5®Sr“d d9oSJS-CSij. ^o^Si’Ccs^SS O-O-Jb-'S eo j^^(g^cr»e»7? o^SS-Cbj. cSbS 
i5*cf®“2_~^ oSj, 0-6-^-'3-^ ?b-Ccr'-5'-5^ ©So «iSJ®^^'^ ^©o&o&. 

S25i5il3^S^ ^C3»o® 6otJCioa. ^p4>‘3o&> d«cy>o5j -OSSC ©i!b(^S 

S)e^l?o-c3uo e-gsas. jr>e»d»a»ogr> cJOjtr>oaaai^. 

1. ©js»a sc3»«» ojoilo^iSo -g^iSoa ©asjosj sss^eso dbe^^d ^otjooa. 

(a) ©-W-ffl-S? -(b) ^■g<-8XO-S3ir®-^«5 (c) (d) ©-CbjoS^fD ©S*0^i!)5 

2pw<^S eSb-a» ©5* dba'^^O, sjojSocpSS 6 5* dbaTbifi. (•) :3 h»o^ 
SSSjjOo eSba "35^0 -eaiSoa Sa©n» 6otocioa. *“ ” 

g-SP-«-5b-^ 

-^gs- 

ap iPajgJV 6o^lS. cn»ey 6'3^. 

a-a-a-a 

«S-$-85-^JS 
o3-oS5-os 3- d0-2b 
^-^e»-«Sb-SSM 
eSb-3* 

C-M 

e-® 

fS-es 
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The second letter of the line is called ptSsa. This also is observed in all 
the four lines, ‘prakrista varna vinySsah prSsah’ is the etymology given.lt helps 
beauty and rasa.The second letter in the first line must recur as the second letter 
in the second, third and fourth lines also. So prSsa is one and the same in aU the 
four lines. In Sanskrt such recurrence comes under sabdJSlamkSra. It is called 
anuprasa. PrSsa is the same both in Kannada and Telugu- recurrence of the second 
letter. 


But there is one difference between yati and prasa. In yati the aLsara maitri 
comprehends both the vowels and consonants. In prSsa only the consonant is 
important. That means recurrence of consonant alone is enough though it may be 
conjoined with different vowels. For example, ra-ri-ru-re can occur as prasa letters. 
Yati is possible within the groups of letters shown though the consonant is the 
same in all: ra-r§-rai-rau; ri-fl-rr-re-r£; ru-ru-ro-r6. 

In pada composition padanta prasa (end of the line prasa) also will be 
there. One way is to observe it at the end of two consecutive lines. It can be 
observed in aU the four Hnes also. 

l.When words beginning with vowels are used the following groups of vowels are 
said to have maitri (friendliness, assonance or rhyming): 

a) a-a-ai-au 

b) i-T-r-r-e-e 

c) u-u-o-6 

d) a and a among vowels have assonance with consonants ‘ya’ and ‘ha’;vowel r 
has assonace with consonant ri 

Assonance among consonants is within the groups shown: 

ka-kha-ga-gha-ksa 

ca-cha-ja-jha-^a-sa-sa-ksa 

ta-tha-da-dha 

ta-tha-da-dha 

pa-pha-ba-bha-va 

mpa-mpha-mba-mbha-ma 

pu-phu-bu-bhu-mu 

ya-ha 

ra-rra(Sakata r£pha written as taS 

la-la 

na-na 

jfia-na 


These are commoiily used. But there are many special types. 
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2. -CPeoaS) SS^ss&SP 3'l3c®eo'3^. 

(a) 2S^SS^& |d^!S^^£bo&. ^^^iS-Vi^dSi 

(b) ^pSSA diiS^SS'^Ss ^pS&€5S (^S3^ifcoa. 

(c) a-Si., cS-!J, c5-e3, dS-i5, t3j>i5, e>-^S oSj SC^^Oo |^JS3^iS3o6. 

^^SSJ'O* S'^ipex) <j^C<‘&li^. S6C5c355JSr“(©on» ^Sejd^.- 
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2.Though it is said that the recurrence of consonant is enough for prSsa there are 
some special points: 

a) a consonant with vowel r is in pr3sa with the same consonant without vowel 
r. ex:-sukrta-saldya 

b) a consonant conjoined with r£pha is in prasa with the same consonant without 
rSpha. 

c) prasa is said to exist between the following pairs and groups: 

sa - sa; 
sa - sa; 
na - na; 
da - dha; 
r - ra; 
la - la - da. 

There are many special points here also. The above are given by way of a brief 
introduction only. 
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36 


Sii 0?03JS;3ce3?ti 

■ ^SecSSj’Sj^ ?b£bSJSjT>3«(;cSl(SS3ca)cS' 

^^dSiSSii ^eSot3?l5 

^lAii «y>^[lcSSP>e)»^^^ SSx>^SgoC 

C3o««gO£i3 SS^o-CSj $£5cl;sacS3:o 

'S'S dSoj^Si SSr>5Ji>i^ iT»c«C^esee» 

£5C5€y»a> to>J5>o^cy>c3Si bo. 37 

cr“ii a.g^SSX'i^^ o^isSSS'&ib. SSr*^eo ?bQ62§). acLr» 5 a SST'^ea 

e^iSo. e95SSr*|eJ ge3^?^3^e3boa. (36) 

JSSad «y>«[lc3Si§« S'oSStJ'St «P«o es)^t)&. W0»«o ^56€r>dSjo 

^o^oocSlT'o^ ‘sSj'O’ esS ^oJSo C3s»e»ri» 

JP^ii Soo^ex) €J»<rT.s^ ?beo-a SeoSoftfo^p^oo). 34 

S)S®e» SoJ^ €y®®?50^e&©5 ^S^25 SSiCeT* €P<y®S^ 

Jip’Oj 0:so/\o5tji5o«sbss^e>. 

SST'ljSo^ foQiO^i^o^io ?lr‘6^ SdS^o ^5o£3So^So ^SoEjoOoOoeSS 

(DoJSiSciiS^CPJSo? ?b0:io5ai^o^<i ^epooottS5-Ci>j, ^SJ’^^?tCT®eDO^^ 

SS-CSij. ^«y>ej& «soei)d^ ar»^^di). 2^g ‘SoeSo SCP^eo 0»«SCP^ 

flsSJl^Spo-cyo©. 

‘eSo (Sfi^dlPo’ es:;5 qp&SJ) SSo5 ‘€y“o’ 5go JS©;joa. A<iS ^^jpoo^eo 
(SQd^aoSsjJSoCPco) 2^5 l>§ ‘«Po’ aoS'Siii:. e)5r»ja5o^eJ 
(ScJSjo^^ AijS oPa^^^iSjo s»oo S'eoSSejaoifooa. g^SoS ‘cPo’ SSj'^a [So® 
Son® S'oSotJoO'^oa. €P€pal (1) s»oo (2) Sj»go (3) [Ida (4) e 9 o«o 
(5) iKS’o (6) es»s (7) go (8) oda (9) da© (10) [S;^go ©a sa 
[aPcaefco^'ajS ©0^03 3S^£3<i2^. "ao^atl 5 S33^^[^eyoo3 "SoS* 5 

©S3a%>^[^cpo3. ^g^a ©®©sa^o s»«pai soDoaoOoa. 

SoA©o^ g®o©g3 a^s»er»al ^go€^ saso 3^§’'^g®er‘Sl S^eP^So 
6oa. SoA©o^ (1) SJ'jg^S’oo (2) S:pos»oo ©a s»oo 'Soeadg'eo. 

€PS5o6'6g3oS3 £-go»altoa e^gtl "Soj sr»a<5® £-g'6go B«4j»al 

S'tiS®©© ^cao. ©eJ“ot3 (g^SPoS* ■g<[loa Sr*^S®ePoo SDd^aoiJb'S^. 
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verse 36-37 


XR; One matra is called laghu; two matras go under the name of guru; 

three become pluta; half a matra is druta. This is according to Bharata’s school 
(36). 


Measuring the time with tala kriya is called tala. That tala is of two kinds: 
‘marga’ and ‘desi’ , following the traditions of Bharata and others (37). 

Com: These two verses speak about tala. In verse 34 tala is mentioned 

after mentioning matras. Here again matras and tala are taken up for mention as 
componets of nibaddhapadam. 

Can’t we consider this verse which speaks of gurus and laghus as related 
to prosody? No. There may be gurus and laghus or matra-ganas in prosody; but 
druta and pliita have no real place there. So both the verses are to be considered 
related to tala. 

The word ‘tala’ is derived from the root ‘tala pratisthayam’. Because glta, 
nrtta and vadya are enunciated in this it is called tala. It pertains to time factor 
as the time intervals in glta^vadya and nrtta are measured by laghu etc. as also 
by the sasabda and nissabda kriyas. Ten vital factors, called pranas, of tala are 
enumerated: (1) kala (2) marga (3) kriya (4) anga (5) graha (6) jati (7) kala (8) 
laya (9) yati and (10) prastara. They pertain to the various modes of operation 

related to tala. The first five are said to be primary and the second five secondary 
just as in the case of pranas. Here the first verse relates to kala (time factor). 

The time we usally recon in our daily life and the time that comes for 
measurement in music are not the same.In music it is of two kinds (1) suksma 
(subte) and sthula (gross). The time taken by a sharp needle to pierce a lotus 
petal m a pile of hundred such is called a ksana. The foUowing are the units of 
subtle time made up of such ksanas. 
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8 ^£ir®e» 

8 o«5»e» 

8 s»^e» 

8 

2 

2 ^5<fco»^rt»eo 


-1 e£So 

m t 

® 1 ssoa^o 

«t 

m 1 -CS&CP^^tO 
»1 


SjOoSistf a^5»ePe»: 


2 ®;S5j&0»oj «1 

2 |^€f®e» -1 e)$xi^ 

2 > 1 

3 e$co^eD • 1 

4 -1 s®g^d3o 


S4S^o€i^ (^«Jo taSZ^^ti&oSi S^g "SoiSj ^^CPeo 1 

SST'^d «sJj3*Jboa. o$ijSSS 3S^tjdoa. esO*"/^ 2 oJ5i525)e»j SSJ'^p'dS^dSjo, 
?bOoJS;5tjdoa. SSoJ'Soo^iiSSjeo (l) «s>^j^«So (2) 

(dSoiSo (3) o5co2§) (4) ?b5jJ^ (5) (6) S»gd^d5o es^ «p<»» 

S5 a.tto7?>e». ?t)03, s»gdoC5®eo SS^ «r»<n>oo 

S^lb SPiSoS^^S^). 5}«5ySJ &o'£ £r»C»^ (^tlo, o^2§) 

SSjij'iii asoTPeo Si^oas. S)i3l ^^^CPos»e)o, Ka&ea 

^OtJ'OOJ. 


e>o?^o 

^£S>«$o 


1 

2 

4 


?b5j 

-=a» 

U 

0 

I 


!5io& s«gd®So C3»2 ^S;^5o d"^ 16 esorpeo JS^ooa. JT»t3S^ 
JSaJ»i5o aj'iado'S^a' ■;2x»S!ad2_. - (^<33CPSS2SS5d ePoTP^S 3 p'^^O'eo. 
?t)Sj UO. 0»«o^ oUoaSJ) >J7»0c3ori* (p'^^CPo^ A-CSjOc-CSc^aS 

S‘^5»oo (iJodS^^S^ ePtt 1 ^p‘^jg^6^S0C5cs s»oo S»d3a). 


141 



8 ksanas 

“ 1 lava. 

8 lavas 

- 1 kasta 

8 kastas 

- 1 nimisa 

8 nimisas 

- 1 kala 

2 kalas 

- 1 caturbhaga 

2 caturbhagas 

- 1 anudruta 




The following are the sthula kala (gross) units. 
2 anudrutas-1 druta 
2 drutas -1 laghu 

2 laghus -1 guru 

3 laghus -1 pluta 

4 laghus -1 kakapada 


Since the verse says half a matra is druta, two drutas make one matra which is 
called laghu; similarly two laghus make a guru; three laghus a pluta. Among the 
above units (1) anudruta (2) druta (3) laghu (4) guru (5) pluta and (6) kakapada 
are the six that are called sadahgas as the fourth vital element of tala :-‘ahga’. 
Now , talas where guru, pluta and kakapada are used are no longer in use; the 
talas in use today have only three angas namely anudruta, druta and laghu. The 
following are the durations of utterance of short letters and their symbols; 


anga 


No.of shortletters 


symbol 


anudruta 1 

druta 2 

laghu ^ 

If prastara is done from anudruta to kakapada it yiel(k 16 angas. (My three of 
them are shown above with symbols. Drutavirama takes three short letters. Its 
symbol is U O The laghu that occurs in a tala generally signifies now the time 
utier tour rhon letters (It is not the time taken to utter one short letter 

as we find it in prosody) 
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KiS S'oCSoo «s>S SS^tsdoa. 

sesQ'l ‘^Icsa’ ttS) ssjj»5*an» 3S^udoa. 37 as 

JJ®4?^ic33j5^ S*oStJ®S’l *eJ«4>’ S^^odS 3S^C3doa. 

‘(Ida’ (I'osao) ©"^a s¥g^§dsjs s¥^g(ld3i«>s 3oaj cs»e». ^dJba ^©<sr® 
■S^ac&^4J4^7T» Ss^'SdSO'^tJO SSg(§d35. ‘5P>^’ e»o4J®J5J. 

atSS "ScSSj^tso Sj^JS® S^g|§<^. ‘[^So’ «9OtJ®03. ^Scoj asotio 

o'otSa a§^g[idi>. 

«<«5®c®e» SJ'C«P<»»ofe ^?^€?®<f»©s ■Sottoes'so. (l) 3-C^ 

&i^t3 (2) ■ur»3J§)to (3) S.t3^0®s^l®S (4) SoS'd^^g (5) - ©'S 

5 «3r»<p®€» 35^85d3. a®ca5a ‘soAiJ Sjgdoao’ ^sj ‘soft«ss 

Sjc&^Oo’ ^Sj ibl CP'<?®«» 3S^85d3. SoAaO€J®;i^g5o^ 120 
3S^£3d3. bi2S^ Oowj^gCS^ «®C^^2§)ao SS^SS -g^CP-S^oSi 

?bQjo53Jj^o5®d «cs®e)5® ^C® SoisPd^a®©^^ e5>on»e» 3S^ud3. 9So?b 

«s^o€r® ipo 2bd§ :3«Sjs®a5eso «JS s®oo€^ 6ods 108 o®<i®o 3S_^ji®ao. 
^afo^JSsou 3a)^S "ttjgSj ajQid-^S “tiOgj <Sc®€» 5J*S3S®aia> 

32>^s o®<!®o "^aa : (1) -soSjs^jtJ (2) 8s»sj^tj (3) a.^^s (4) 

(5) "aj^ai# ( 6 ) ss3€j®« (7) s^^^;^a ( 8 ) a« (9) s'oas (10) aa 
(11) a®a (12) n®co (13) a®ag (14) uoasco (15) ej®agac» (16) 
ij'oasa (17) segscs (18) w>ssooas (19) s© (20) s^spg (21) 
gos*os (22) « 8 ^ (23) ©ea (24) S 8 « (25) ao« (26) 6 Sj®sjoac 
(27) S3asj®«so« (28) ea^ (29) Si'S (30) scoas (31) uoassja (32) 
Cip>Sg (33) ag (34) Sjfi (35) soodiJao (36) «s»S»oa (37) go5®« 
(38) ^odiJ aoaS (39) ?poas^ (40) esaS3T<03 (41) got3©SiT*^«J (42) 
(43) e #0 (44) ga^S (45) wcj (46) waST®«^g (47) 

(48) 6 ^ 51^0 (49) AajStS di^g (50) at3g (51) dSj^g (52) ^55 
gos»« (53) S3rfa3{« gos®<5 (54) spoa gos®«(55) s»s^gos»« (56) So-cr>«> 
(57) (58) S®l© |Sdi> (59) aosa^ (60) OS;^ (61) gooesd (62) 

ScS !J®S3 (63) adbi5(«C5®0 (64) (65) acs®^ae (66) 5£q5®d (67) 

6«Sj'&db (68) €J®on7®®diP>c3 (69) (70) (71) SJ^doK 

(72) e9Qg«>g (73) ses_5© (74) gocpaon (75) (76) sai^(5cj®a 

(77) ?3oS'a|la^j (78) ?3os»s®a (79) aoS'Soa (80) ql^s (81) 
(82) soajus®^ (83) a^doa (84) Soa (85) a®d3oE:s (86) so 
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Earlier it has been stated that tala is measurement of time in j^ta, vadya 
ar d nrtta. The mode of measurement is called ‘kriya’. This is enumerated as the 
third vital element of tala among the ten. The 37th verse says the term tala applies 
to measurement of time by talakriya. This ‘kriya ’ (operation of measurement) 
is of two kinds: (1) sasabda kriya and (2) nissabda kriya. Beating of time by beat 
of one hand on the other so as to give out a sound is sasabda kriya. It is called 
‘ghata’ or ‘the stroke’. Snapping one’s fingers is also ‘sa sabda kriya’; It is called 
‘dhruvam’. A mere waving of the hand one way or the other is ‘ nissabda kriya’. 

Talas are of two varieties: ‘marga’ and ‘de^i’ . ‘Natya sastra’ mentions 
five marga talas only: {1) caccatputa (2) cacaputa (3) satpitaputraka (4) sampadve- 
"staka and (Sudjghattaka. San^a Makaran ,da of Narada; SangTta Samaya Sara’ of 
ParSvadeva enumerate 101 talas. San^a Rantnakara gives 120 dSsya talas 
including two created by Samgadgva himself. The angas for these talas are given 
by symbolic letters or ganas comprising gurus and laghus. In Telugu literature 
Palakuriki SOmanatha (13c) has enumerated the names of 108 talas prevalent in 
his time; but some names are different from those given by ancients. The names 
of talas given by Sbmanatha are : 


l.cancuputa. 2.Jacaputa (3) sad^ta (4) utputa (5) mbcita (6) sama (7) sattraccheda 
(8) ega (9) bombada (10) e^ (11) hada (12) garu (13)hadaka (14) bandhakarana 
(15) badakarana (16) krauncapada (17) sarakarana (18) asthanamandapa( 19)phala 
(20)cakravaka(21)kalaharpsa (22)arya (23) lalita (24) sarala(25)virala (26)uma- 
-mandira (27)mattamatanga (28)rathya (29)matthe (30) mudava (31) bandhama- 
cthe (32)rupaka (33)6ka (34)ma^ (35) khanditatara (36)avakhanda (37)ka_nkala 
(38)khandita candaki (39)khanda varna (40) avighurnita (41) kutilaghurnita 
(42)gosthi (43)ama (44) kaccana (45)Sna (46)adimatrka (47)taraksnaputri{48)u- 
dv1ksana(49)uccavati yaks51ika (50) catika (51)yastika (52) purva kamka|a(53)ma- 
nimk^rakankala (54) khandakankala (55) kavya kankala(56)pancali (57)bhinnaka 
(58)k6kilapriya {59)niravadya (60)ranna (61)kunjara (62)phaniraja (63)caturasra> 
dhara (64)krtyaccha (65)vidyadhara (66,)raktadhara ( 67 )attamamgru ^8)tambuli- 
yana (69)makpu (70)utphullika (71)matafiga (72)ardhal^ika 73 saraswat, 
(74)kanthabharana (75)mika (76)sammika vada ( 77 )simhavikndita (78) 

(79)simhananda (80)laksmTstana (81)mukta (82)panca brahma (p)dasaruddha 
(84) panca (85)cayana (86) pari (87)prasakta (88)khura ( 89 )visarakhura (90)uttara 
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(87) isss (88) 3«is (89) (90) 6£e (91) So^tpcs (92) a»a« 

(93) WSsr'spo (94) «agos»o (95) (96) foooQ (97) 

g (98) WEST'S ,spo£s 5 (99) ogSO (100) (101) cxJSj 

(102) (103) ©igcsdlrw (104) (105) wa:s>1 (106) 

sc (107) (108) esolbSsI (Soa«?»cr»a^ -aSl^ - (SgOeso) 

■fitii 3©!bsr> OP«n>© S^iir»So 3€)c33bCPaj. ^3ns5)Sjo5 €5»<7 ®o5* 

SoSacS 55**5 epoT^'eo 3eoSoi*S-CS3j. 

e^c> cr*66cJS5 rs»So£^ "Sao |Sa*eo€i^ 6Sjj^ oo<"e» ^JSo. J5®t3 "^Si, 
©oTWjj ^Soa 


w»go ~&8:> «o g,o?. 

(1) (^5S<r»Co 1011 

(2) S5«^ 101 

(3) a7«sg 01 

(4) oo"a luo 

(5) ^o;5)o 100 

(6) «t3 1100 

(7) JDS I 


0 »C*e» ^ao5* "SoiSo 6s®e». '3oay’goJ>^ ajj^So'^ 

^ao a&oa. ©}(% Toaon* 9o&'% ^oaero s^oa. «oa 

a<fo6^«»«>a5 scJj^ *s*® a^oa. oaassjjso -a<sao7?> oeosas ar«oj 

tJo5* «*a 5 0 S»©‘ 2 ^ 7 0 *in>a> 7 X 5 = 35 Os»oj woos'S . Soa€) 5 coJ§)o 
aso^cs. *”*“ *" 

cSySa ■ aoos aj^co naiSo 

(0^(5 ©aaiSg) 3 «(S^C5*C0 3/4 l3 ar«0l&!b 2^3Sto aoo*© 

0050(5 4 «(g^cp«» 1 l4 ao^r®© 

as^ ©asiSg) (3+4) = 7 «^D*e» 13/4 1^ aOvT*© 

«>oa *5ax>J5) b 5 t((|^o*co 11/4 l5 aovP© 

Sol^ ©a»«S) (844) = 9 «(S^cr»eo 2 1/4 1^ aTVSlMb 8(J&^ aocr»© 
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(91 IpancabSna (92)harina (93)inay2khana (94)5dikankaria (95)khanjara (96)catu- 
raka khanjara (97)krsnakhanjara (98)asamana khanjara (99)lakkhavati (100) 
dhruva (lOi) laya (l62)tanubhadra (103)lakkhanayana {104)vilambita (105)5di- 
matthe (106) vali (107) dhruvamatthe (108) jampe matthe .(Panditaradhaya 
caritra-parvata prakarana). 

Though the names are known their forms are not known. The angas of 
those that correspond with the more ancient ones can perhaps be known . 

In south Indian music there are seven talas in use today. Their names 
and angas are given below. 


Name of tala 

angas 

1 .Dhruva 

1011 

2.Mathya 

101 

3.Ri^aka 

01 

4.Jaihpe 

lUO 

5.Triputa 

100 

6.Ata 

1100 

7JEka 

1 


Talas are generally of. two kjinds depending on the value given to laghu. 
If the value is 3 short letters it is tryasra. If the value is 4 short letters it is caturaka. 
Other varieties arise out of these two. If tryasra and caturasra are mixed we have 
a mi^ra jati laghu whose value is 7 short letters. If tryasra is added on to this misra 
and cut into two (7+3=10/2=5) we get a khanda j5ti laghu with the value of 5 
short letters. If a caturasra laghu is added on to the khanda laghu we get what 
is called a sanklrna laghu with 5+4=9 short letters. By changing the value of laghu 
thus the above shown seven talas multiply themselves into 7x5=35 varieties. The 
details of the type of laghus are given below. 


Name of laghu 

Value in no 
letters (short) 

matras 

symbol 

counting 

1. trya’sra laghu 

3 

3/4 

1^ 

1 beat and 
count 2 fingers 

2.caturaka laghu 

4 

1 

1^ 

1 beat count 

3 fingers 

3.misra laghu (3+4) 

7 

1V4 

1’ 

1 beat and 
count 6 fingers 

4. Khanda laghu 
(7+3/2) 

5 

1V4 

1' 

1 beat and 
count 4 fingers 

5. sanklrna laghu (5+4) 

9 

2‘/4 

1® 

1 beat and 
count 8 fingers 
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0P«o |ld3}e» SPO" J5 p 0^« i^dSoS* 'Sodki 

0S»«». ^5i^|3c5S3S» SSr»^tfo S}^2S 3S^ttiS5«fc^^. 

SgaiSdS;: j^SSo. 3^e(^^otMrs» au^Tl<3S3^tx5 tcy> 

ftkSSogiOO* 

^¥g|lcSS:>€x>: 

(1) is©;jc8 : ;3d» ,Ddssj2.%^^ saeoo 

(2) diS^ xJ«a goa3:§)a& aacoo 

(3) : «sC5coo ^SodSgi asgoO dcoacPdSiO 

(4) sagiso : ©5*a339) 3'>a^ 3e»5©5 aaouo 

(5) ji^o : eso» aaoada (^ai aji&^sto 

(6) a«pg : 3(Sa ;a§ aasio 

(7) ao«j : ^2 aaaa (2oa2 gas^to 


«»aj(^«r»a2 (^agao^ a^gjlcJSs s^cr*©. ^^€P>a2 i^agaj^ a?fg(SdSj, 
ajwd s^^oi^dSi jy>c»©. ©ots 5p«-3ib JjiSj^o dfia 3a2^ aao'©. 
5?© .3od^ir>o s«©o t»i^iS}o&. Z) 0 S a5jjj§)g3 l^agao'S a«g( 5 c 5 S 3 , 

ag^g^§<js> iPc»©. ajjodsj aptf’Sa wias^o ©i3-§a rfi -aijaoiA* 
w oasjjs»a§ 3§^o-cp©. 


. <^goa©c^a) ^5^0®^€», 352 a^oaovPCoS* t9oos®cf®e» gpd^spiSo. 
bt3>aa a© a^^ao €r»«^ao go>?t>o»cco. 6c5»3»ocj& i^a<Pir>a2 1011 

(oa^s^), [^«sa» o$i3^ oa»a)) &o4;^a ©ajj^) -isoboi^sr© ©a^^a) 

©asS'o'ts te^dSo o»a2 10 eja^©5* - ” 

aa«a3 / «a / aa^a / aa«aj. 


(oaija>) ((&«so) (©a»a>) (oJ&Ma>) 

©■S a^aao^pao^* (>aoi?o iotxoa. 5'©,>oao5^ 5 wacpe» aj©©o 
5 wa^©5 6otPox. ir©^oao€r« a^a^^coj i>ao«5o 

^©^o^ aoa^co5 aga^ao. 5«©»oao ©aa waaol< ©aa 

ttr^' «'©^oaa a“ca 

fr-T” ajaj^cpew e^as^ans igajofi4 

6otPo». 0«<»«^CP©2 s^o ©-^a 6oujoa. ^ 
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The sasabda and nissabda kriyas in tala also are of two kinds: 

marga kriyas and de^yakriyas Only dSsya kriyas are described below; 

Sasabda kriya: It is called dhruvaka: A beat with the right palm on the left causing 
sound or snapping one’s fingers similarly. 

nissabda kriyas: 


1. sarpini: waving the palm to the left 

2. krsya: waving the palm in the left to the right 

3. padmini: turning the palm downwards and stretching the hand 

4. visarjita: palm facing downwards is waved outwards 

5. viksipta:bending the fingers of the hand so waved 
b.pataka : waving the hand upwards. 

T.patita: bringing .the hand downwards so waved 


In tala, an anudruta is counted by the sa'Sabdakriya called dhruvaka; for 
a druta it is a sasabda kriya dhruvaka and nissabda kriya called visarjita. It means 
a beat and then waving the palm backwards. It is equal to a duration of 2 short 
letters . For a laghu, sasabda kriya dhruvaka and nissabda kriya viksipta are used. 
That means a beat first and then counting the fingers starting with the small finger 
and one less than the value of laghu. { The beat itself counts for one letter) 

Purandaradasa is said to have composed alamk5ras for all the 35 varieties 
of talas with svara sancara. Practising these is said give svarajfiana and talajfiana 
to the student.For example dhruva tala has the angas 1011 (laghu, druta,laghu and 
laghu). Suppose the laghu belongs to caturasrajati then the alamkara will start with 


sa ri ga ma / ga ri/ sa ri ga ri/sa ri ga ma 
(laghu) (druta) (laghu) (laghu) 
and win have 10 rounds or avartas. 

The entire svarasancara can be written down based on the following 
principles: The first half and second half will have equal number of avartas i.e. 
^ and 5 in the present case. The first half starts with madhyasthayi sadjasvara 
and the second half starts with tarasthayai .sadjasvara. The last round of the first 
half will have tara.sadja; similarly the last round of the second half will have 
madhyasadja. The svaraprastara in the first half will be in ascending note (arOhana 
) and that of the second half wiU be in descending note (avarShana krama). Each 
tala letter will be represented by one svara. 
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1. (^og5®eo QOoCT’Hi. 

(a) or»^5i i^cj^S&SsS - dosyJ^S" JSO?S»^l35S:>:3®^ ^(^SPd ^-CSoOcs 

(13)(1950) 

(b) cr97?»€r>^Oo«r»SS5e? - JlssCj^'a^otS’ LScSSjoo^ ^15^’ 

JSij(a®S5 ?56S L xxxxI - (1952) 

2. es^Sj^^OPS)'^ Sa^SSso, SS^ots^, ©S^o, ©iSo^JsSo ©“^ ^Cbs»c® 
iaSj€PS§ SSectoo, aoiS^go, 5«^SS.o, ©§SSJ-J« ©St.&. O5^^so" g«, 

oSJ^^ €£>^ 

3. &>& {'\Pl$, iiik>t5\^S>) 55Ji)JSOo-a <T6«o ^Sjofi). SCP^ 

i3ifo0|^a ?^^fco^^SOo-S fcJc51n’K«fcoS3 sj»?botT»d3o^ 

do-CStoo S>SJ»es'&. £>«©^ 5 c3j SS^^eo J5eSo>car» §*3^ &C3»3'i5E9€» 

SJ'OoSeaJSoi&iS^S. 

(1) Xfi (3 ^SP>^«o «cy»eo) - JSi«oO, SOlotS, So-a-cr»sSjeo 

jSTj^tr®. 

(2) -CS^Jbei? «0 (4 SSr*^do Kcy>e») - 5®esg0, 5®40go, (»3»0 ct g©0, 

SS5cJ?1c»^gCo» SSt'SS), JSC^eso, (^o-CSSiSo, gS)cr»8sS0^tSdo SS^^o®. 

(3) s)oa«fi (5 SSr»(«o «cre») - (^je5, «^Ci««d, JS^cSSa7*eo, 
^b»o« 0cSir*«Jo, aes^sp^o, €)dS>(?r»SP, o<3S5S«7»©, 6X3533*6,'^SS50«<?a33®(^, 
ttottSo a7?cn»03 


(4) aa(««® (7 aj»(«o xcj»e») - «oo, a3«§*S© stj^cp 

6«2» ^CPco c53:t|^A»3’^ S’ttaiSsiPcco. ©i^ePco 5Pt3S aossofto-Da o»<iPeo 
50 ZtS^o (§oa ^d53^e3i53a3. 
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1 .In Telugu, PolOri GSvindakavi has written the following two treatises on t3la: 

(a) T2la Dasa Pr5na Pradipika-published by Tanjore Saraswati Mahal Library. 
S.No.13 (1950) 

(b) Raga Tala Cintamani published by Government Oriental Mss. Library, Ma¬ 
dras-5. Series Lxxxxl (1952) 


2. a. anudruta is also variously called virama, vyanjana, avyakta and anunasika. 

b. druta is also variously called valayam, binduka, vydma and ardhamatra. 

c. laghu is also variously called kala, hrasva, sarala and matra 


3.Depending on the jati of laghu the tala varies considerably. It is natural that 
certain vrttas are considered suitable for tryasra, caturasra etc. gati-s. Some 
examples are given below. 

1. tryaka gati (ganas with 3 matras) Sugandhi, Vicikilita, Pancacamaram 

etc. 

2. caturaira gati (ganas with 4 matras) T6daka, TOtaka, Praharanakalita, 

Manigananikara, Vidyunmala, Ma- 
*nini, Sarasija, Krauncapada, Kavi- 
rajavirajita. etc.; 


3. khandagati (ganas with 5 matras) Sragvini, Tvaritagati, Vanamayura, Bhuja- 

mgaprayata, Padmanabha, Layagrahi, Lai- 
yavibhati, Layahari, Mangalamahasri 1 
Dandaka etc., 

4. miiragati (ganas with 7 matras) Tarala, Mattakdkila etc. 

Different kinds of ragaijas are used in yaksagSnas... Those varieties 
and their talas will be given under verse 50. 
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Su SSisodSi SiSotWoSSi SJSdSj^Soas^iS dSjsy»oiSOSCSoe»o& 

iJ^SSjojjj ScJSs^S cJSi^oS 

i(ii 'Sjifiojcy^a'JSaJ, ‘SottiS 

csssa ‘Sjii’sssji, a^&dssssjns ssso'i 

«as^ dsja dsjotjc, jsj' *“ 

dba.;p^«o(ai a«(a<5®C3e»SS'oeSi5‘ 38 

€Piia:)OoaL> Stjoa SasSilS CPJOS ejSSdSsaP'SJS 2)<5!Sa»e)S5 ■&Cbi)So'i> 

sao ss^a 6c5^s3*o, "SoS^a^sc^ a^a "(So^so, ssjx“5®a (^jso, 

wStoao a^^a «so«jeo, «5’*oo'^ aaorf* a^^a acojas^sj^a «^r*?io w'^'&ojS* 
ejoaofP aoOiJoa. 

sp»^iatoasa»a5 eso?v»3a dSid(p^»oaj «r>c»a^ ?tp>Qja®s scpa§ esacassr* 
3a j?'n»e)& tioaj 26 sa^o3^ gp>6^aan»ajj^ 

?6co?v aojoa wgpca^aso moocotp a®ja ;^ooo»aj (aoaao^©j) c!o«fc 
s§)oj7P 3d»^aj. esg^a ar»aon» ^ocpa2 cp«&s^oa5 3"^ 

^A»oSj 3§;^^^ao. 

s}^a e-g eso?Jo xajao'j®©. aa«&cr»a2 ssjauoao es'Sa (aoaso^) 
s-^'logo® esoa^^d o®tSjJ§)5P'n» e-gjj.'ti esasS^CPaj. ?6a»al s®gCJ»3a 
aa7»a> zp^ihi^ex) «s)a'S'6j3an> 

e^oo iPt33^ >aj»a^o, J^eooao ©aada aoaaj^ «9gj^a ^SSpa^o 

©a es^aoaao^^^ sa«6c'a5 aaj^q®<ijbs®sa axpaj aocp3sp aotpcjsja 
ikSj'o-cp©. «&«o [Sc5=4fcg'^tx??>';3 aaj^ ^scptfcga5';;3«pa<^ &as®o»ao. 

o®ifcs^oa 3S;^i:a aj:^3<a3^^ aoa(«oa2^ 

■= A _» 

(Xoas^ saos^a esipo^jcan^ogo (aa«r»?T“osj) ssi^as. (1) 6c^3*o 
(2) "Sj^pso ( 3) (^ao (4) «»o«5 (5) w^«o. aoAa C€P^goo tUS) 
a»ifo^e»?p aSi^ sadoaa ^s^as: 
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Verse 38 

Tr; The Pallavi appropriate to the component individual words of the 

aforesaid nibandhapadam is being given. That which comes at the starting of the 
padam is ‘udgrSha’; at the second stage ‘mSlSpa’; at the third ‘dhruva’; next comes 
‘antara’ and after that, lastely, comes the beautififul ‘3bh6ga’ with mudra. 

Com. After speaking about yati, prSsa and tala as the limbs of nibaddhapadam, 
the author proceeds to say about the ‘pallavi’ appropriate to the component 
individual words of padam. In verse 26 the author, viewing the text of the 
composed sbng as its grossbody, spoke of the vrttabandhas ( the prosodical 
movements ) supporting the composition as dhatus; while he gave the dhatus for 
the body of the song there, here he is giving ‘pallavi’, suitable for the individual 
parts. 


Here we have to take note of a point. The body of a song is in a single 
vrttabandha or chandas. Bus that does not mean the dhatu also is one. Vata, pitta 
and §lssma these three dhatus are given as causes for the human grossbody. Though 
the three are different the dhatutva (being in the nature of humour) is the common 
factor. Similarly the prosodical iimer movement called vrttabandha is the common 
factor in the padam. There will be at least three caranas (vith three different dhatus 
constituting the body of a padam. Just as the physical body is said to have been 
constituted by three dhatus the body of a padam also is considered to have been 
constituted by three dhatus. This idea underlies the whole thinking. The author is 
mentioning the five dhatus, udgraha etc., mentioned in works like S. R. 

Those that are called dhatus of a padam by the author are (1) udgraha 
(2) meiapa (3) dhruva (4) antara and (51 ’ShhOga. g. R. deals with them in the 
following ^15kas: 
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“(S83oC5»SSc33o 5® C5®«S58 S) i2«Sbi::pacix»25^S« 

6c^S> 8 |S<55SSi ^\Q «35® "SjePSg ii 

^^po-CS jgSSj'» yj5^ g)d5igj.'tr> 

6c^S° 8 ^S5S'3lr' ^5* 'Soe^’Sgs « 

(^SSs SSoaSs 

^^Sjo^n'OeS'S S'S^ O^efcOS®^ II 

53®ftS25«g^ro ^3* o®Ccy> cg«S5*di>q5o m 

SDSS"^^ 0£:o$Si^ C5®'iS5®'S5J=t5»CC5®^ 

e#(^ ■&CPSS» ^^TT* ;3 j5'S0«o g^-a<§’g^-a^”ii 

(^oA. Car>^. 4-7/ll) 

^o^iese«y»^ga®;3^iSj?56o-a gj’S &c^3»o "aixiestSe), ■^o'Sg 

■ -assda. (^5T»$^A»o SSi(5^S)0^o5£j'Sa ©otJC. 5t3^ 6!::^S>o eff'^G) 
&^SjQSio^. ‘<D&§®^o’ es'^ .6otxoa. 2;3jglS ‘6n«^S>o’ 

esi^oj^Cb, ■^eSoSSj^So ?t» Se»gSS-;3jj. %o^6o 

(goSJSo) ^3^oS "305*6 ■&ePS2o esooioS. [^SSeS^o - esoSA® SoStt 

SSo^S 1^6. ‘ej^^Ks SO^CSJ®’ es"^ egiO^^SoSSo^S 2>n»^)§ 
s®SS5o) 6)o5* 6^o6 nii:>S z)S) SSojAoSJ) ©6 es6(^cii>o. l)tM* 

esoeJS, '&e3®o3s®eo es06°^o^ 3^^®, ^epoiSC’ 69^56 ^oAI^P’S ^S£9O0®e)S 
Salto'S 6ooe, 0dSi3oS, epogej®©, a®^g, £)g0®& jSsjoq5®o"l 

302oftJorr®;Sp, ep^ d^Sj^S'cso iSdSiOo^eS [^oJ®6 0£:oC5®^gjr®5 

^p^-b^3oe» 3^5 ‘epotSQ’ ;So a0^oa®5* epgj^S SSj’^^'So a6^o3263p^;56, 
JSio0®di>^ «poi53 g^£35oi5*oa«JSpg SSioCPdSi^ ^cSSiSSai^^sa, i^SP0eoo6o^ 
giSejtttoo^dl) ^^g ©g^5 ^c35ptr®6^ 3«o:5oS*o3®oo4jr® g®^46o^ 

^ohiS^^ («oq7>^ ‘SoSSSSxi’ ep;523g^ -&<^«0(SSo^ ‘5»oa’ ep^Swdoa. 
■^2&3SS3^o&r®5 *6oS’ ep"^ epotoo^^SSpp. epcco"^ ^i^[^o35®^ 
ctst^'^JSj S??®^i:®a®«oA®^ 3S^ej5;5 ep"j5 CP^ogjrec® z-gtS&oa. n»6l 

?io£Jo6o^dSp. 


153 



‘Prabandhavavav5 dhStuh sa caturdhanirupitah 
udgrShah prathamastatra tal5 m5lapakadhruvau 
abhSgasceti tesSm ca b:amclllaksm2bhidadhmah6 
udgrahah prathamGbhSga stat5 m^lSpakah smitah 
dhruvatvScca dhruvah pasc2d2bh5gastvantim5 matah 
dhruvabhSgantarS jSto dh2turany5 ntarabhidhah 
sa tu sSlaga suc^stha rupakSsvSva dr§yatS 
vStapitta kapha d6ha dharanaddhatavC yadha 
evam prabandhasya dhatav5 dehadharanat 
tatra mSlapakabhSgau na bhavStam kvacit kvacit. 


(S.R.4-7/11) 


According to S.R. too udgraha is the first; next come the two, mSlapaka and dhruva; 
abh5ga is the last; that which is woven between dhruva and abh5ga is antara. Among 
these, udgraha is a meaningful name. Baecause there is taking up of the padam 
(starting /commencing) it is called ‘udgraha’.Because ‘udgraha and dhruva are 
made to join together the second is termed mSlapaka . The third is called dhruva 
because of its stability. Since abhoga means completeness, the last part which 
concludes the song called abh5ga. Among these mSlapaka and antara are not so 
important. The fourth called antara occurs only in salaga sudaprabandhas-namely 
dhruva, mantha, pratimantha,nissaruka,ankatala, rasaka and ekatalT prabandhas. 
As the text says ‘drsyat6’(is seen),commentator KaUinatha says that even among 
these antara can be woven only where ancients have done it. He clinches the issue 
saying since it is seen in mantha etc. it can be done in them and since it is not 
seen in dhruva prabandha it should not be done there. 


What is called pallavam (tender leaf) in musical treatises is Called pallavi 
in this work; of course we are also calling it pallavi today. But there is also a rSga 
called ‘pallavi’ among the d6si-ragas well known in olden days, (a vibhSsa rSga 
).This has nothing to do with the ‘pallavi’ we are dealing with. 
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seso ^ O&ad «Pn»oSa «s>^S (aj7>J3on» 

S^OaocJoOico. J)«7®a A«# ^SooCPoSi 32^6:AS't3 tSo(fesj»d5^'^S S)e9&) &;S^ 

SSiSSoa SoScOSPeS^'^SS SSo««PC5»^SS (SwiS^S), jptt^^SeoocpoSj 0®«&> 

S^PCJo 6oa. siS S> 2 Sr«SP «0 5»^s»s SScp^ Sjep 6otT»co>- 

jS&300°cio S)E3-l5e»tS^ g^dS^j^taoi^o 


1. 6C^S5*o 1. a>C5c3 (14) 1. «>3*^ 

2 . ■^«»a 2 o 2 . SCO ( 5 ) 2 . 

3 . i^ss 3 . «#sg ( 5 ) 3 . «>o«SC 

4. ^oHQ 4. S^oes^S (10) 4. ^tr-oiSQ 

5. e$^«o 5- 


(oSoSS^JSCbSS^ SooJSts^o-OiS ©o'§eo edSPiPS wotSiJ JSJ'O^caa.) 


A«S^Sood5o^ C!®«fc2§)eJ5 T^cJSP’O'PSI 3oQ^ SdJ^JSio^a'S S^CPoa. 5c3JSot3 
iJo(&«Pd5^^ s}2:) SJ'dJ ([Sai*i5o) JSo £P~R ■Sc»ar»d3^o 

5^35 cr>«a54)®^ Se^o-uPoS -^iPJSa -^0»tSbJ§)O& 

(Sao«o d«0»desono SStadSdSj. S6;iJ53«)<5^ S^CSO-att'S: d^ifogo^^o 

epa □S^SSCSaj. qa d»a«e)JPOoaOo ^ScSSj^oSSS’da. -Pj^o C3g^n» 3©?5 &iSs 
jJSJSOSaSi^ iS Sg^oaOi^ 6CPa*5c9So «P<5>2gPO 

CP«‘3So^a ‘iSPiSb’ 5’0i5'|a5»a ‘c5»«Sb2^’ ^0§;5t«S»dSi. 

tJoSa cr»«S'^«o SSr»(«'3&j 6oa,* e-g^t3'3oSo5*o ap<?S'|«o5P'CP ^iSj. 
tpn»©‘^05 3®5ijp w»dS7®dPA»e^j e#^P2S> 0«r> ^'SspS^ SOdSadSa. 

g^jg SPtSa 8.g€P«J»S5 (Sp^oO SjdJo "aciSi^o aao«?os»dSa. esodSo^^fS 

ddbiSa© ©d3bS« 'SS^^SJio SPdSo SoA©;5»Jj*€P^^ wSdajS JPd^S© £)S’S^O 
t3§^ was S0^?3*oa3pdi). iPT^dSaPdiaSS tpdfo ap«fcS§)o> ^odSogPOjSoS^ 

■SCi^&odP®. iP'S^a ‘sSPifo’j^dSa’^a "^odip gvPdSj^OoPS^odi);^ 

©13 v>iSiii ‘6j?d^fe»0’ ?fgo5* Sa^odPdia. ©aacjod^ ‘eod3JS*d3’p jspaoa. 
‘pdSa6xSSaS®d3’ »^a g'oaeSa Pe3“^ao€l* SPT^dSaS'dSaeoP AodS S»0£T>a 
aci>a6 spa ©ooaoa. 

dSCSSeP'^ So^l© CdSaSPa ggj^CP 

^©^03^05 S^oadSa; dSad^-CPj^eo^eo S^oadSa. SdSC-CSS^ oao «p'^d3as»d3aS 
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The dhatus that are mentioned as appropriate ‘paUavi’ for the individual 
words of the padam pertaifi to the svaras or musical notes. Just as they are enjoined 
in the case of gitaprabandhas they are enjoined to the stringed instrument vTna 
and following it, to the wind-instrument flute, as also the vadya-prabandhas. The 

following are the names of dhatus in various branches: (These should not be taken 
to be one to one equivalents. Merely the technical terms are presented.) 


gitaprabandhas 


vTna/v5nu 


Vadyaprabandhas 


l.udgraha 

Z.mfilapaka 

3. dhruva 

4. antara 

5. abhSga 


1. vistaraja(14) 

2. karana(5) 

3. aviddha(5) 

4. vyafijana(10) 


1 .laharl 

2. yeduppu 

3. antara 

4. upantara 

5. muktayi 


Numbers in the middle row indicate subdivisions under each general head. 


In a gitaprabandha these dhatus are the musical notes, sa, ri, ga,ma,pa,- 
,dha,ni pertaining to the musical element. In a stringed instrument like vTna these 
are the svaras born from twanging or plucking the strings. SangTta sa.stra says that 
dhatus should be created on flute also as is done on vTna. 


Today we do not generally hear about these dhatus. It is the writing down 
of the notation in terms of musical notes that may be called dhatu kalpana. Not 
all those that sing can do it. It is something that can be done only by a few who 
are well-versed in musicology and talented. For example though the sanklrtan 
compositions of TaUapaka poets are a available on the copper plates it is only 
the matu (libretto ) that is available and not the dhatu (music ). Those copper plates 
contain only the names of the ragas; even tala is not given except in one or two 
places. Though the names of the ragas are known, we do not know how those 
ragas were sung those days. So it is not an easy thing to set them to a tala and 
the given raga. It is because of this kind of difficulty that the T.T.D5vasthanam 
authorities got only some of them set to music by scholars in music and literature. 
A va^Syakara (music composer ) must be skilled in composing both the dhatu 
and matu. Becuase he is able to compose the words of text that is matu and the 
music that is dhatu he is called ‘ubhayakara’ (one who~does both). This compound 
has degenerated into ‘bayakara’. For those who were appointed in royal courts 
as music composers ‘raya-bayakara’ became a title . 

Like literature, composition of music is a great art of sculptural beauty. 
Agaiiu^s in literature, here also some are conscious artists; some unconscious 
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& 0 C^v'Si&i 3<32bJ5oo. ‘«?»^«CPffi;S 54 S’ ^3SS0 

i<too SSj;3'3o6/\o^. S'S &S§ ©SiPCPeo ^2^)«^eSj. «3»«>g sy>Q ^lo ^So€i^ 
(feo^spt^ ©a aigj^jsspssMja, |^^^aco(a, 

^£j:iSSx)|a £.gt^ &otjooa. ©ePl^ SaoS^ CP^€r»<r®03 '^o^ 

3^ cp«eT»«sSii(a, a»«o sst'i^o 3 ;^ !:p«ax)[a. &aa« (Scar'zs^s'&ssjot^ 
ejQ^«43^«r»ex! (SjjgoT? SPSoS^ 60 ^ 3 ^ ^^ClpSo ^o£?oa» 3ex>^oa. 


gcgos ;6o^ido^ (Sssjj’&oaljocaso^sj^jpdS^ aco^^^Sb S^^-aS" s>oA<fi 
eicSaJS 03^^ CPK^Mja^aS ©Cbesj. 
cSSjd^CT'^'Seo^eo. S^aSS" SS'oSa^a a»«o, ©acP^oS^ S»r“0j;3 
Sj^^csssojj^ . . .’ ©■^ [S?5a2jS^ assa ‘fj'Oosjo’ 

e>^cr>«SSa)(a &oS). geP^rfcPKo Cir'5S€r>Co^Svr'0j^S ‘Sj'SSy'^aiSo^ 

^Sj'ssy'o ©"^^ss^ aaoaccso^ ‘soao)^ sossr^ces^sa s^o^^caba 

se7»^g?’ ©ao’^aco^a. €r>^?^di>^spa ‘©liSg^s 3 r'a'acp>«o ^‘;5 60 a. 
s>eg2i5»5acoois«D g^oacj «F>^jabna, cp««5®^jao(aeo 3oajSr»a a^cj 

^^cb. -^aa© cp^i&y'vs'o ■&>& aa^ooscl soaj©o. aacpoj sac^a^©. 

aao ao«ajoa:) ^"^jaa© &r»c» 

E^gtJ 60 a. 
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artists. It is a general rule that the composition of a padam should contain the 
‘mudra’ of the composer at the end . We know that the lines of krtis of TySgarSja 
have the insignia, ‘tySgarSjanuta'. But exceptions are not wanting to this rule. The 
sankirtans of TSUapSka poets have no ‘mudra’ of their names. In a composition 
where there is mudra it can be any one of istadevatS mudra, ScSryamudra, ks6tra 
mudra, prabhumudra etc. Similarly if the names of the rSga and tala are 
incorporated in the text of the song it is rSga-tSla mudra; if only rSga's name is 
incorporated it is rSga mudra . The utility of this is that if the rSga and tala are 
those that are in use and weUknown, they can be known easily. 

Among the trinity of karnatic music, Muthuswamy DIksitar is a conscious 
artist; among his compositions those without mudra are rare. SySmasSstry and 
TyagarSja are unconscious artists. In the well-known kiti of DIksitar VatSpiganapa- 
tim bhajS’ composed in Hamsadhvani raga and Aditala the raga-mudra is found 
at the end as ‘hamsadhvani bhusita herarpbam'. InSySmasastry’s krti ‘himSdrisutS 
patumSm paradevatS’ composed in kalySni rSga and Rupaka tala the raga mudra 
‘karimukhakumarajanani katyayani kalyani’ is there in the last line. Tyagaraja’s 
krti ‘mdhanarama’ is in mohana-raga. Among the Harikatha composers there are 
some who have given ragamudra and some dthers who have given raga-tala mudra, 
This method is limited to giving the names of either raga or tala of both. The other 
details are to be brought from elsewhere* In contradistinction to this, there is 
also the method of incorporating the muscial notes themselves like sa , ri, ga, ma 
in the compostion of the padam. 

Padams ,krtis , klrtan s and sankirtanas are conglomerations of dhatu 
and matu. Matu is the compostion of meaningul words; dhatu is the compostion 
of svaras which means it is limited to the * seven musical notes , sa-ri-ga-ma-pa- 
-dha-ni. If these svara-lettersare made to be common to both the compositions 
of dhatu and matu then they are called svaraksara-s. Such a musical compostion 
is called ‘svarartha prabandha or ‘svarSksara prabandha’ in classical treatises on 
music . S. R. gives its laksana thus: 

“yatra svaraksaraireva vanchito ‘rth5’ bhidhlyatg 
sa svarartho dvidha suddho mKrastaihssuddhamisritaih^ 

(S.R.4-222 si) 


In literature it is given the caption \sarigamapadhanisalu\ 

In Telugu, Vinnakota Peddana in his K.A.C. (written between 1402.AD and 1407 
AD ) gives the following verse under the caption cited above: 
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Soil 

S)7bd SSX»i5»a «OSS> bS>Qr?>6 
S)J507^ aJISST'KSSj 
fr®^JSj03^o ss&)S^&ej 

S)04^ §*©SSar®J^d^cy>e« ^^CPtg^cPex). ©cojSP fcjSST'OoSi esOo 6oa. 

^€:r>ot3 ^gCiJ®Son®So ft)7®'£l«SClP“So7^& 
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©a ^^5g ?i^a®^e?io2^t5 ©J§)«3boa. a:Pe>oiT> :>0»^^4 S^SSj^o ^o't} jax»-Od 
S^crog^e 0 t 35 ©SJjifooa. 2>^cr®^a®og) S!e7*6otJ®co3. 30X55*05 

oD ©■C55 j^&P‘& 37», £»^55^'^3P gs^o&^iSs. 

0 - 

« - 
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^ 
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fe^l^iSbos, - 3io:§)fc3l ^S^5e^o5. ©<55S&)^ sP>oSS55gl»g^^A»S ‘&«0SS5«S’ 
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S d3^ dS ^ a $22 A* 6 S 6 3o d® 
o*;s5> dsaT»‘^gj3>j®o5-;^ 
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ns sari pani nl sari dhani 
nl sari m5dh3ri garima nT sarigSrl 
nl sari gS nigamSgama 
g6 sSrulunun jalukya kula visvgsS” 


The first three lines of the verse have svarSksaras; they are meaningful. 

■ groups of svarSksaras can be present in padams or songs both 

m toeir pure fo^ as weU as an indicative form. If sa ri ga ma pa dha ni occur 
as they are with the same vowel combination they make for suddha svarSksara 
samputi. If there is only rough indication of the consonant alone it is ‘sucitasvara- 
xsara compostiion. The indications for svaras are given below.Either the duplica¬ 
tion ot the consonant or its combination with any other vowel does not matter- 


sa-ca,cha, ja, jha, sa, sa, sa 
ri-ra, ra (with triU) 
ga,ka,.kha, ga_,gha 
ma,ma 

pa,pa, pha, ba, bha 
dha,ta, tha,da,dha 
ni,na,na 


SwSti Tirunal, Ramaswamy Sivan, Ramaswamy Dtksitar (father of Subba- 
rSma Diksita) are well known for their svarSLsara samputi-s. Among the moderners 
BSlamuralikrsna’s ‘nl garima gani’aisvarSksafasamputicomposition is worth mentio- 
nmg. One can say the svarSksara composition in TySgarSja’s and SySmasSstry’s krtis 
is only in the indicative mode. In TySgarSja’s krti‘srIrSmap3dama nlkipa calune’ 
composed m AmrtavShini rSga-Adi tSla the following svarSksra composition can be 
seen: 


pa da ni da ma pS, da m3 gSri sail mapS 
srI rS ma p3, da m3 nl Itrpa cSlung 
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a6c925oaoaT5a' 
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J3«a c5®^S€)_;^as:j a^o'aja ^^sad &os>. «:r*6j 

©ai^cKJO go«tJ»J)§ a}oddSjr®i5o 3S^ao oOftoa. 
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‘padama’ i* common to svara and sahitya. One can see both suddha and sucila 
sva5,.ksaras in the krti ‘sanglta jnanamu bhaktivina in Dhanyasi raga-Aditala: 


sa sa m§ (ga) rT 
‘bhrhgi natS sa sa mi ra ja’ 

One can see svaraksara samputi occasionally in Syamasastry’s compostion. In his 
‘rave himagirikumari’ (svarajati) in Todi raga and Aditala, the following can be 
seen: 


ga ma pa ma da nl 

^ ma pa li ni 

ma da nl da ni sa da da ni da ga,ri 
ma di 16 ni nu sa da ^ la cu ]^ni 

DIksitar’s compostions have more of this kind of art. It is obvious 
composition of svaras as common to dhatu and matu has led to the composition 
of ‘svararthaprabandha’. 

All this pertains to gltaprabndabhas only . There is a prescribed'method 
for dhatukalpana in vadyaprabandhas. AH this is shown just to give an idea of the 
concept of dhatu howsoever inadequate it may be. 
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39 . 


aii.^ cSSb^cSSsS ae5ot»e)& JS^SjSJ'ooEJS ;S©3o33i3«5Sa 


Soil 


SCSSSoio c&OSSxAewS 
25 ^c>S tSs 

ji^SSSaj iSb£»5 JSoaldSji 


SPS^iSC^cSSi.S’ 
SSsaScSSsit aoSdSioObS" 


®»II SSC3»Sl «s25(3S)5r»^;!S v35cy»e)& d»S>Ao^7V» 60 'S SoS SSOoScaiSoab 

; 3 ^a. vSOcj»e> « 9 ?gS§ eir»{5o s^Sjoer*, spoaj^otil «5?be»§’S 6000 ^ 

e>€)(^<5ST'*^j^ 8-S f“g)§S3ax^ JSJ-'tSSJ'til wSd oSaiSoiSp* SeSo -2550 6oSa 

So3. 

« 

ir»^ii 24sS^Sa^o€i^ JSeSo wJScSSjJSSSjSj, wSScSSba ei)^sp>cp SSjjtjSoa. wSSdSiSSo 
taots S®€» oooi^ePotS 965?j»«o, esJSdaoJSSao e?;3j^^25o CSOcs^ciS («>ocr>®, 
®SScS 5 bsr*ex> 2 oa esJSdSjS. esacSSiS Stto eso^to t 2 { 5 ct»oI)^ Sd^ 'awiJo Stto 

«sa l«lP 0 CP©.^ -a^Sti Sagsooss ®Sd3bi3^aa ©jpoaoscposj 

503 esaa^C^oooa. oigj^S&PCi^ accpsj ©SPoiJO 

5ao?T» Ac^a'^JoSo, (a^S^ioao, w$'«K»oao tsKJ^ran* 3 CNa«r>coo 

5»3 5POO «tP 0 (SSjcSSjo 33. 6 oSa 3 (?iSj»o^©. esOo 

(5S.cS5J-o:5on» i«>oaa.^oa. s,a a:o£o 5cp3goiJt3l 5 oDoao 35 
S»5,5.j; S.g aOooS^ 604^ e^cejo 3505 e.gS-©% es05.J^p5Cbx 

>oe.oO- 5.5«5-g^o o^oiSaS 30«o ^SS^oiiQcT>Sp\^o&i;iT^to. 
a^ogr® es>J6cSi>55ao e>5^^aj iPex)«.>aoeon» ^t)oao^ Svr<>0j5 ‘aOcjo’ 
«3 e^;en» 6 , a«do 5ao t.g >6 ^g-a .5 5 Pt.o 5 « s;p0n5 

^40 -S213-»32^®5cS.5^3 <jp 3^ -Srodo 5ao'^ 5 dS? 55 ao ©JJjifcoa. 

»5o 3 es-Sa g030oo€r<5 5r*Oo eji^g, 50CPoiJo<5^ 3 giPgc»J 5 P 0 b 5 aoa. 

«s3^30cpo esCPoSi S^a 325r>Sca 5P0a5.oa. wodS^oS 
|5fi .3oc!P»oiSo<£r«^, 5CT»oao^r6^ Soa 3»at.dSjifooa. "" 
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Verse 39: 


Tr: Pallavi (or refrain) convenient to the avayava padas of the song is 

being explained. That is Pallavi which, for purposes of correlating the meaning 
of padas into a single theme, stands linked up with aU of them and is repeated 
again and again at the end of the padams. 

Com: In verse 24 a padam is designated as both an avayavi and avayava 

(a limb or component part). Avayava means a limb like a hand or leg. Avayava 
padam should be understood here as carana of the song. That which has limbs 
or component parts is avayavi. It is necessary to understand avayavi padam as 
the total song comprising all the caranas. In the previous verse the author has given 
pallavi convenient to the individual words constituting the limbs of a nibaddha 
padam. That pallavi pertains to the svaras or musical notes. Even there if the carana 
is treated as avSntarapadam divisions like udgraha khanda, dhruvS khanda, abhSga 
khanda etc., take shape. But we have to note that meanings of words will not come 
under the perview of consideration there. Here it is taken as a predicate of 
meanings. This predication may pertain to the meaning or-theme of the entire song 
or it may pertain to the meaning of each carana coming to a thematic terminal 
at its end. If the whole song is treated as a mahSvakya each carana will be like 
an avantara vakya. In the present verse the phrase avayavapada should be 
alternately understood as meaning the carana composed in vrltabandha in four lines 
as also the total composition of padam. (caranas individually once and collectively 
once) 


If the meaningful text (libretto) is treated as the limb (external 
protrusion) of the ‘g£ya’ (or ‘song’) then the corpus of the text becomes an 
avayavapadam. Pallavi correlates the meanings of the individual words in each 
carana into a thematic whole; simUarly does it conelate all the caranas of the padam 
into a thematic whole. That is why pallavi is sung at the end of each carana and 
of the total song too. 
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For example let us consider a. song of Annamayya composed in 
Kambhoji raga-misra triputa t5la. 


ela radamma-intirS va 

d6la radammS nan-n5Iinavadu !(PalIavi). 

Paccani pulugula-bandimidanundu 
Paccavinti pinna-baluni tandri 
Paccani cayala-bayani bangaru 
Paccadamugatiina-bagainavadu- Sla 1 

tellani pulugu pai-tiruga mariginatti 

tellani sati pati-devara tandri 

tellani parapu pai-t£li poraluvettu 

tellani kannula-telivaina vadu !!Sla 2 

kondavinti vani-guttagoninayatti 
kondukaprayapu-guturu tandri 
kondala rayadu-konSU timmaya 
konda talanetti-gurutainavadu !!£la!! 3 

The meaning of pallavi and the three caranas of the song are to this effect; 

“Why my dearie! Why does’nt he come, he who has taken me up” 

-pallavi. 

He, the father of the boy that holds the sugarcane bow and rides the chariot drawn 
by the green parrots (Manmatha) and my beau that wears the unfading golden 
yellow garment” Why...(l) 

“He, the father of the Lord of the white Lady that roams about on a 
white bird (saraswati rides a swan), he, who turns to this side and that lying down 
floating on a white bed with his white eyes shining (pundarlkSksa reclining on 
Adi-6£.sain yOganidrS as pure caitanya or consciousness) “Why my dearie.”(2) 

“He the father of the young girl who has won over complc^tely the Lord that 
used the mountain as his bow. (father of Ganga who has won over Isvara) and 
he the Lord of Hills residing by the pond (puskarini) and who had become famous 
by lifting a hill {G5vardhana)” 

-“Why my dearie.” (3) 
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In the original song in Talugu the part given above as pallavi is in two 
lines. After that there are three carnas with four lines for each in the song. Here 
the devotee is nayilca (lady-love). God is nSyaka (the Lover). This is madhura- 
bhakti. The context is that of a lady, being in love and unable to bear the delay 
of her lover’s coming expresses her eagerness and anxiety to her close friend The 
first, the second and the third carana-s relate themselves with the pallavi expressing 
the apprahensions of the lady concerning the non-anival of her lover. The song 
suggests the six qualities of supramacy nemely (1) ai^varya,(2) vTrya (3) yaSas (4) 
^rl (5) jnSna and (6) vairagya. Pallavi has correlation both with the individual 
carapa-s as well as the whole padam. If one wishes it can conveniently relatee 
itself with every two lines in each carana. 

It is said that the origin and' development of pallavi in music is an 
unsolved problem. Tallapaka Annmacarya’s sankirtanas have pallavi; some have 
anupallavi too . In the s^nklrtana composed in ramakriya rSga (rupaka tSla) 
‘bhaktikoladivadS ‘paramatmudu ’ constitutes pallavi; ‘bhuktimukti tan£yiccu- 
bhuviparamatmudua’ is gi\>en as anupallavi. That means by the time Annamayya 
came bn the scene pallavi had established itself and anupallavi was in the proces.s 
of stabilising. One can find pallavi and anupallavi in Kr.snallla tarafigini of NarSyana 
Tlrtha, at least a hundred years before Tyagaraja. 

On reflection, one can see that the repetition basis of pallavi occurred 
first as repetition of laghus and gurus in prosody at the end of each line and later 
on became the repetition of words. We can examine four of the metres in Vedic 
prosody- gdyatri, anustubh, tristubh, and jagati. 

Ca) In gayatri metre each line has 8 letters with three such lines in a verse. 
The 8 letters in each line can be divided into 2 units of 4 letters each. 

U I U U / I U I u 

a gni ml 15 / pu r5 hi tarn 

U U I (j / I U I u 

ya jna sya d5 / va mr tvi jam 

U U U U / u' 1 u 

h5 t3 ram ra / tna dha ta mam 

Mark the repetition of the pattern of laghu-gurus in the second half of each line. 
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(b). An Anustubh verse has 4 lines of 8 letters each. In secular Sauskrt it has become 
anustup-sl6ka. 


hi 

ra 

nma 

y£ / 

na 

pa 

tr8 

na 





1 

U 

1 

U 

sa 

tya 

syS 

pi / 

hi 

tam 

mu 

kham 

tat 

tvam 

pu 

sa / 

nna 

pa 

vr 

nu 





1 

u 

1 ‘ 

U 

sa 

tya 

dha 

raiS / 

ya 

dr 

sta 

y£ 

sa 

tyam 

m3t3 

/ 

pits 

jS5 

nam 






1 

U 

1 

U 

dha 

rmO 

bhr3 

ts / 

da 

ya 

sa 

kha 


ntih 

patnih / 

ksamSputrah 






1 

U 

1 

U 

sad6 

te 

ma 

/ 

ma 

bln 

dha 

vah 


Between the above two, the first is a Vedic verse; the second a secular sl5ka 
in.lwo lines. One can see the repetition of pattern of laghu-guras at the end of 
the second and fourth lines. 

c) A verse in tristubh metre has four lines with 11 letters each. Each line has 
3 gana-s. The last gana or unit is lUU. We can peruse the following upanisadic 
mantra. 

I U U 

nS ya mS tm3 / pra va ca n£ / na la bhyO 

I U U 

na m£ dha yS / na ba hu n3 / 'sr t£ na 

1 U U 

ya m£ vai sa / vr nu t£ t£ / na la bhyah 

1 U U 

ta syai sa 3 / tm3 vr nu t£ / ta numsvSm 

(In sanskrt a laghu at the end of the line can be treated as a guru) 
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(d)« 3 «lJ iJoiSScQ*?* 12 «^o»o 3’^iS 4 >CT>e»oU'a». d»£3o;D2 

;5oi 7*^S3 ?^CPe». 


I U I U 


ifo SS Sj / 0 <5 'Sr* «o M a» ero lx.» 

t U I u 

'8 s« S jjP 
I U I u 

^IJS(S^/gJS637»a / 5 y 

I U I u 

es 63“ cJ5>o dSs* 

7?>dSJ^© es>SiJ^^o€^ 0“T! 3|g^a 5r“CP> d*a®o«o5^ e>ao«3&o5x)?b0b 
CST'eSSi&j. ^ «>iSj§'oC3“JS«. 

(e)iDSa3e^ap“e> >o»eo, 12 d»c5«e» g®2>, jpe»>o<»©^ S)2So >a» 

e»n“ "So-O ‘0n®55’ ^ «cr>J^(5*d»toj 5'oA-CSx“^oa. 

I U I u 

cJSss 0*0 ^ "& / ©5" dS)o / ^ €?* 

I U I u 

e#(5*OdS5o/«ga^ / S S7* cSi as 
I U I u 

d3x» 5PO 0“ sp^ / ®wdi> as 
I U I u 

tSSaj 5*6" dSis 
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d) A verse in jagati metre has four lines of 12 letters each .Each line has 3 ganas 
or upits. 


I U I U 


tu 

va 

ma 

gne 

; / 

pra 

tha 

mo 

an 

'/ 

gi 

ra 

r 

sih 











1 

U 

I 

u’ 

de 

v6 

de 

vS 

/ 

na 

ma 

bha 

vat) / 

si 

vah 

sa 

kha 











1 

U 

1 

U 

ta 

va 

vra 

te 

/ 

ka 

va 

yo 

vi 

/ 

dmanS 

pa 

I 

so 










I 

U 

u 

a 

j3 

yan 

ta 

/ 

ma 

ru 

to 

bhra/ 

ja 

dr 

sta 

yah 


One can find repetition of laghu-gurus at the end of lines as in the case of gSyatri 
and anustubh verses. This we may call gariSvitti. 


e) PragStha has seven lines with some made up of 12 letters and some 8 letters. 
In trie following verse we can see not merely the repetition of ganas at the end 
of each line but padavrtti also. 


I U I U 


yu 

vam sto 

me 

/ 

bhir de 

va 

yan 

/ 

ta 

a 

svi 

na 








I 

U 

I 

U 

a 

^ra va 

yan 

/ 

ta 

iva 

ao 


/ 

ka 

ma 

ya 

vah 




I 

U 

I 

U 





yu 

vam ha 

vya 

/ 

bhi 

a 

ya 

vah 

f 









I 

U 

I 

U ' 






yu 

v5r vi 

sva 

/ 

a 

dhi 

sri 

yah 
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lU I U 


^ S / 'S iS ^ 

! U I U 

^ S a c3r» / Q C3^ ^ 

i U I u 
Q ^ 6 \^ / S? g CTj c5) 


‘l?gcs^^’ Se>a SnoojT? fcsS^ Tgj^sa-gjj. 

^oA«S g€3r®^ggo 3»5^t3^ SS^^^gaJWS ([1.5. 1134-43) aoAe§ 

-g^aodsg^o^ aoAej aaodi>;Sr®go (jl.^. 

1300 [^o.) €r® gas:£«tJ»^^-gr®'& Se7®[5£:oi53a.cS2bo^ "Soi^ 
l£!57>o-gaiSjj. 'Siax'gb agql^ aoA«s «ss®sIi>sp 6 ‘aofies ■csp’cs^ajcl’ 

[S<S tsSj 130.46 A. SeP (asioao >23»al ftjgjKirs^eja 13Sb^ estooaScp^CS ge7® 

[a<ap;^^^ig^e) jpa^o csao tSigs 
a^ay^Js agSiiar® «C5 agsj®* 


eslSp a (as®'i6c3 S^^dlPo^^s (aSev^oP 


A«r>^ ftSiS^a dtir®o[^ Asp^'&epaS^jg'^” 


<£s^© ansrp d®g^:Sj§)a aoA«j' aajd3j>goS^ sio® &c5 

goo^£o<^ &c^a. 

“licy^'ts'o^^ eSjdtsjo (^■^8 [aa ipiso «ct® 5^ a.tS'll 
^pds^ro^o^ [acar^Ms ;?r»^(|" aospgp^o ago tSeSs 
aoip^ a^ ip?3 adSj'aj® na agc37®8ii 

C-> CS 
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I U I u 

vr ksa sea vi / sva vS da sa 

I U I U 

pru s5 yan tg / vampa va yo / hi ra nya ye 

1 U I U 

ra the da sra / hi ra nya ye 

Mark the repetition of ‘hiranyaye’ like pallava padas. 

Whatever may be the stand of S.R.regarding ela prabandha, the fact that 
some slokas in this regard of Jagadekamalla’s S.C.(1134-43A.D.’)'are found in 
P5r.Wadgva’s S.S.S.(circa 1300 A.D) clearly suggests that there have been two 
schools of thought. Leaf 46 A. of S.C.(available at Varalaksmi Sangita Akademy, 

Mysore) after saying that each line of elSprabandha has six ganas has the following 
.^okas: 


“pSdasyante prayoga syat pallava khyam ca dam tatah 
paUavSkhyg padg nS pi niyamo gana varnay5h 
angnaiva prakS rgna dviTty5ngrcch prakalpan3 
gltva tata stuti yanghri gitva mglSpaka bhavgt” 


The above slokas are full of mistakes. These very .sl6ka-s occur in S.S.S. of 
ParWadeva as given below. 


‘udgrShgnghri dvayam prSsaih pratipSdam ganSsca sat 
pSdasySntg praySgasyat pallavakhyam padam tatah 
pallavakhyg padg nasti niyamo gana varnay5h 
angnaiva prakarena dvitlyanghrgh prakalpana 
^tva tata strli yanghri geyg melapakS bhavgt 
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^ ^^5®7^(Sr» SSC^iCPSST'j^ JSSSsSjiSsii 

eS5^ 7V>ik SCPSSeSs 

I^SSo hsr>^iSS^ ^^Si8 ;5'3je;®?Sj (S^JS^^ii 

(4 ©OStoo 130-134) 


SJ'Od’eoS J 6 oAeS r^UQ (|I.S. 1175) z[6. «S 5 o 

So5e3A;5 SSx)5r»^o^e» Siep^SaoiSo^ >C3«al «CJ®eoo^ "30250 ^^>cyeo 

6C^3» ?po2So ©I)^ «SSig ^Sc3^»«o^^> SoSSo d^ 2 y>©s, 

-&«5o;paS ?^C3SSg SdSoSoo^eSa, S^^tl^eSoC^t 2So©d®25S5ca->’ ©^25o5^ SoSSo 
©■;3a e#2So««T>o d’ooeo SSooftJi^S eSCPjtf JS&odSS) #« 3o25o>^o 

12 ^oh& C€r>^gCo€^S S>€;» (SaoiSe^csoS^ 5+5+2 7P^25oeT®4u5 ^dSo 

EodiSJSS 5®®3 o253^D»^ JS^ o^?) SC5»^5Sj -0250 SSor“'^?bScy>eo SoS 
3D°o^5od^SJSa 3eo^oa. SioAif Co®^g5o 5 G»Se 5 

ajScsso ir>a>o& 5eS[^dSoo ‘aos’ n> ar^Ooess aao^£ 3 »€jS jtojjo a>oA«a 
^^c®aod, aoA^s aaodSo^o^eo S)o (a^^ao a^&csso ^a»o ?icja.o^o «sa®cii 
a©aP9)^ ao®^ ^ jsoagj seSsa ‘aos’ ??> a^-aaas ^£* 03250 *^ 
(5ao do2ses3. aoagj 3©?>a a©© s^sjoaori® 60 ^ agrp^S 

ET’Sj'^^a aoAis ^sr»23®aod aoAiJ aao( 4 >o®© (p^ao aosn® 

adnSooOoaa, aoAi50s®j^g25 ^a^^ao 3«l5oa asooooaa sa^a^oj. 


SJeP 0SJO25 sa.di)03^ 3o255(a^a®eooda aa4J®a§ wo®25'&ao? ^.a, 
^«o55®3a aoAiJ ^(3®aocSj aoA«saaodSj;ep>cr®©o S)o® d®C3»a2 waao^eyiS 
3§io2iA® aoA^J C€yo;^geo so25oa23®©S 3a_^25o, © 1 « 0550©0 >CT.a§ 3ooao SoS 
toao^aoo ^goo2:® 3§^o25n® aoAis g€5®^gco feaaadSoaj-e^ gj-da 
25o<^a oao ^253 aa®©-^ a©aac3®o37? ^Naon® gaud sa>. 

«A ■?’ l5£3O0»a;^ ^Qq3®^fcgo^® aoAtS Co®jg5o 

. ^C^^s®253ea aifocg&gon® ae^o^uo. "^la 

aoAis go®igo®as g©a®25o253 p^"a a®c^c La.d. 
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(tathSjpadallrayS gjtam Skameva vidhTyat£ 
sa pras6 tha dhmv6 ggyO varnya nSinna samanvitah 
abhdgas ca t?t6 ggyO gStur namna virajitah 
dhruvam gltva tatS nyasah sarvailasu prasasyat£ 

(adhikarana4-5lOkas 130,131,132,133,and 134) 


Haripala’s S.S. (1175 A.D) is also of the same view. 

From the above we have to note the following points;In £13 prabandha 
udgraha khanda is said to .consist! of two lines with six ganas each. At the end 
of the line gamaka prayOga is enjoined. After that pallava is to be sung. This 
paUava has no regulation of gana-s and varna-s. Similarly the composition of 
the second line too. It is clear that pallava occurs after the completion of six 
feet lines and gamaka. It can be clearly seen that the 12 ganas of these two 
lines are found adjusted as 5+5+2 padas in S.R.; the paUava that comes outside 
the regular lines is pushed into the lines themselves designating the last three 
pada-s of the first two lines as pallava. Those who find it difficult to believe 
that the pallava padatraya of S.R. fame have developed into the well known 
pallavi may not find it so difficult to believe that the pallava padas without 
restriction and outside the six foot lines mentioned by S.C. and S.S.S. have 
developed into the well known pallavT. The paUavT as we know it is the 
composition outside the carana composed in vrttabandha in four lines. One can 
say that whOe the school of thou^t advocated by S.R. has lapsed, the one 
advocated by S.C. and S.S.S. has developed into pallavi. 

What is the basis to argue that there have been two schools of thought 
regarding fiMprabandha? Apart from the obviously different regulation cited 
above the important point that caused the different thinking was some people 
tegardmg 6lS as tridhStuka and others as caturdhstuka. S. R. viewed els as tridhSluka 

Calpkya Som£svara, Jagadekamalla and Parsvadeva belonged to the other school, 
treating it as caturdhatuka. This difference of opinion is recorded by Kallinatha in 
his commentary on S. R. (Ch. 4-36S1). He wrote thus ; 
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“iJer ■^jsT'S a»je3« 

5c3»ii>^ c^a* $ao6s sssijS*. -csajcpdbgd^ :s3^Sj^ax-qjo«#» 

^^«jcp£ScSio'^s»e3^a» i3i55®c:^3*a^aj5^ c3»je5ifSd5o "^o^ag JS7»3~ 
aaro^a*” 

aaj-»5*>fi5o5^ •goJSoaCT'^ 6ot7»di>a ©g^ji aoaseso ^oecsa ‘Sosa 
aco £ 5^0 Jtajg [asT'jjasa ©& "Ssepagajs ^"^g^a^jsseD ©otpca 
ggg^ (P&a ^s»al (4-3) (pJsa sy>^^ ©ogo 6oa. 

a»cpo«(aca7»r[»as ■ aaj^o acss3a5CS;»tfoA» aa^uda aoa |^o7?> ^>csi> 
aso^ ^esa aaag} 3©S>a aoan» fbaafiooatxs ^cp»ogo? 

o cp 
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‘eia prabandhasya tridhstukatvam abhyupagacchatam 5tani 
dvada^padanyudgrahb bhavanti iti matam. caturdhatukatvam 
abhyupagacchantah sbmS^varadayastvekadasanamevOdgrahatAram 
uktva dvadasa padam mSlapakam ahu rityaha’. 

It means those who wish to treat elapadam as tridhatuka consider all the twelve 
words or units as udgraha. Those who wish to treat it as caturdhatijka, namely 
S6m5svara and others consider only eleven units as udgraha, calling the twelfth 
melapaka. He is commenting on the slOka (ch 4-36) that says that in the third 
line there are only two padas and that there is no pallava lof 3 units) that 
at the second word gamakprayOga is to be sung and that it as called as 
mSlapaka by Sbmesvara and others. 

The sum and sub.stance of all the discussion is that the Pallavi 
enjoined without regulatoiy' restrictions after the gamaka praySga at the end 
of the first two lines has developed into the pallavi as we know it today, 
acquiring some regulation in the process. 



‘da prabandhasya tridhstukatvam abhyupagacchatam dSni 
dvada^padanyudgrahb bhavantl iti matam. caturdhatukatvam 
abhyupagacchantah sOmdvaradayastvekadasanamevOdgrahatvam 
uktva dvadasa padam mSiapakam ahu rityaha’. 

It means those who wish to treat Elapadam as tridhatuka consider all the twelve 
words or units as udgraha. Those who wish to treat it as caturdhatjuka, namely 
SdmSsvara and others consider only eleven units as udgraha, calling the twelfth 
mElapaka. He is commenting on the MOka (ch 4-36) that says that in the third 
line there are only two padas and that there is no pallava fof 3 units) that 
at the second word gamakpraySga is to be sung and that it as called as 
mElapaka by SSmEsvara and others. 

The sum and substance of aU the discussion is that the Pallavi 
enjoined without regulatoiy' restrictions after the gamaka prayOga at the end 
of the first two lines has developed into the pallavi as we know it today, 
acquiring some regulation in the process. 



